THE ADAPTATICON AND DIRECTION OF SHAKESPEARE®S MACBETH
FOR BAY CITY HANDY HIGH SCHOOL

A Theslis
Presented to
the School of Graduate Studies

Michigan Stage College

In Partiael Fulfillment
of the Requlrements for the Degree

Master of Arts

by
Clarence R. Murphy

July 1954






ACKNOWLEDGEMENTS

When a school as large as Handy can get behind a
project and work as we did, actually over a thousand
when you consider all of the departments involved,
then we have a school that has "school spirit.* The
Thespians with their production of Macbeth have
demonstrated this to us.

—-— from an anonymous student review.

Acknowledgements are hereby mede to those "over a
thousand" whose time, enthusiasm, and effort made the
production of Macbeth possible.

Especial acknowledgement is made to Mr. Ernest J. Mauer
for his many hours of devoted labor and complete cooperation
on the design and construction of the setting. His willingness
to adapt ideas for the plan of the production was in no small
measure responsible for the net results.

To Mr. Arthur H. Cansfield, principal of T, L. Handy
High School, for his encouragement and support of an improved
program at Handy High School, as illustrated by this experimental
production of Macbeth, grateful acknowledgement is due,

Acknowledgement 1s made, also, to the many fellow members
of the staff who cooperated in so many ways and especially to
Miss Florence Sutton for the supervision of the costumes and
theilr construction.

At Michigan State College, acknowledgement 1s made to
Dr. Wilson B, Paul, head of the Department of Speech, for making
possible this off campus production. Recognition is due, also,
to Dr. David Potter and Dr, Robert Crawford for theilr asslistance
and supervigion in the completion of this thesis and to
Dr. Herbert Welsinger of the English Department for assistance
with the background study for the adaptation of the script.
Especlal acknowledgement is made to Mr. D, O. Buell for hils
supervision and assistance in the writing of this thesls.

[3 XA RS T
[P IR f‘«x



ACT I, Scene 5

"My dearest lovelt






CHAPTZER

I.

II.

TABLE CF CONTZNTS

-

PAGE

SEAKESPZARE AT T. L. HANDY HIGH SCEOOL

TITRODUCTICN

PART A. TEE

IN A EIGH SCHOOL

PURFOSE IN ADAPTING AND
DIRECTING A SHAXESPEAREAN PLAY

PART B. A BRIEF ANALYSIS3 OF TEE PLAY
SELZCTION PROBLENS AS INDICATED BY
T. L. BHANDY HIGH SCHOOL AND THE
CCMMUNITY IT SZRVES

ADAPTED SCRIPT FOR MACB3ETH

PART A. AN INTRODUCTION TO THE SCRIPT . « . 20

FART B. THE SCRIPT FCR FACBETH AS
ADAPTED FCR HIGH SCHCOL PRUDUCTICN .+ « « 26

III. AN ANALYSIS CF THEE PROBLELS
OF SCRIPT ADAPTATICN

IV.

DIRECTING AND RZIHEARSING PROBLZIS

PRELININARY PREPAFATICN

PART
PART
PART
PART
PART
PART

A.
B.
C.
D.
E.
F.

TRYOUTS

INDIVIDUAL PROBLENS
SCHEDULING PROBLELS
READING REHZARSALS
BLOCKING REHEARSALS
MEMORIZATION REHEARSALS

AND REZLATED PROBLZNS

. « . 106
. o« « 108
« o o 111
o« o o 117

. « « 138



TABLE OF CONTEITS
CEAPTER PAGE
IV. DIRECTING AND REEEARSING PROZBLELS

PART G. "POLISHING" REILEEARSALS e o
PART H. DRESS REHEARSALS AND
PRE~VIEW PERFORIANCES e o o 151
PART I. PERFCRMANCE ANALYSIS .« o o 155
V. PRODUCTION NOTES e« o o 157
PART A . CCSTUMES e « o 158
PART B. PROPERTIES .« o 163
PART C. THE STAGE SET o« o o 167
PART D. LIGHTING « « o 170
VI. STUDENT RZACTIONS AND DIRECTCR'S
CONCLUSICNS
PART A. STUDENT REACTIONS « o o 172
PART B. DIRECTOR'S CCNCLUSICNS ¢ o o 176
BIBLICGRAFHY . « o 180

APPENDIX . « o 183



LIST OF ILLUSTRATIONS

Frontispiecé ceesessscecess. Macbeth and Lady Macbeth

Play contract for Macbeth ....c..ve.... ceiecsssecsccse
Floor plan... ........ ® ® © 0 0 0 0 ° 0 6@ O O 0 2 0O O 00 0000 e 0o

The Three Wierd Slaterfeicecccescesscecsccccsssccnce
King Duncan, Malcom, and DonalbaiN..c.cececcsocescane
Macbeth and Lacy Macbeth as King end QueeNyececceccecee
The banquet BCENE seevvereecescsosccosccsosccansnsnne
The murder of Lady Macduff and her 80N c.ceceececcccss

The sleep Walking 8CENE eceeeeeccscscscccsscscnscnane

Rehearsal schedule for Macketh .eeeeeeeecenaacanns .o
FloOor PlaAn eeceecececeteecsscacscccsossssscasancas cese

Final tableau ® © 0 ® 0 0.0 00 0 9 0 00 OO OO O OO PO OO OO T OO O SO NS e 0
Light plan @ ® @ ¢ 0 o 0 0 ® 00 0 0 & 9 ® 0 0o ® ® 00 ¢ 00 000 0 0 o e e e o0 0 0
Newspaper publicity ceeeee.... cteccccscsencens ccecce

TeleViBlOn piCtuI‘ee © ® 00000 0 000000000000 000000000000

PAGE

17
23
30
35
52
59
71
77
120
166
168
171
183
188



LIST OF PLOTS

PAGE

Costume PLot eeevenerineinnnnn ceeesanaanann.. cee 161

Proverties Plot ceeeceeceececeecacecccccosccocsanse 164



CHAPTER I
SHAKESPEARE AT T. L. HANDY HIGH SCHOOL
INTRODUCTION

Plays selected from the works of William Shakespeare
are studied in most of the high schools of the State of
Michigan. The authority for mseking this statement lles in the
requirement as stated by the North Central Accrediting

Assoclation in its pamphlet entitled Preparation for College

English:

The candidate for college entrance should have
secured familiarity with a reasonable amount of
significant literature . . . He should have read
intelligently and if possible appreclatively some
famous poems, plays, novels, essays, and blographies.
Characteristic and notable works should be selected
from the writings of such aufhors as the following:
Shakespeare, Goldsmith . . .

Since all high schools seek the accreditation of the
assoclation, the requests of the assoclation are met in the
planning of the curriculum in the English departments. In the
Engligh department of T. L. Handy High School, Julius Caesar

is taught in the tenth grade, Macbeth in the eleventh grade,
and Hamlet in the twelfth grade.

17he Michigan Committee on the Articulation of High
School and College English, Preparation for College English,
An Interpretation of College Entrance Standards in English
(Ann Arbor: University of Michigan Press, 1945), p. 103.







In the same aforementlioned pamphlet, the following 1s
stated as to the study of drama in the high schools:

Plays are intended for presentation on the stage by
living actors whose art conslists fundamentally in the
interpretation of character through speech and
pantomime, e « o As a rule there can be no complete
or perregt understanding of the play away from the
theatre.

As for the high school student becoming an actor of

Shakespeare's lines, Katherine Ommanney states:

The lover of the drama must be a lover of
Shakespeare; the actor, an actor of his roles; the
student of the drama, a student of his plays.

In the school, Shakespeare plays a three-fold role.
Of all dramatic literature, his plays offer the
richest reward to intensive study; his roles arford
the finest opportunity for lmpersonation; and hig text
furnishes the most varied material for practice of
vocal and pantomimic technique.

The conclusion, then, 1s: 1if the study of Shakespeare
is required on the high school level, the plays will be more
meaningful to the students if they are acted on the high school
stage by high school students.

As a teacher of English and dramatics in T. L. Handy
High School, the writer declded that the students were not
being served as well as they might be in the presentation of
Shakespearean drama in a class room situation., Thus, this

project and the writing of this thesls.

2Ibid., &4.

3Katherine Ommanney, The Stage and the School (New York:
Harper & Brothers Publishers, 1932), p. 352.







PART A: THE PURPOSE IN ADAPTING AND
PRODUCING A SHAKESPEAREAN PLAY
IN A HIGH SCHOOL

The purpose in adapting and producing Shakespearels
Macbeth in a high school has been five-fold: to introduce a
high school audience to Shakespeare as a living playwright, to
demonstrate that a high school group can produce a tragedy of
Shakespeare successfully, to prove that an elaborate type of
production can be done in a high school with moderate facilities,
to open the way for more experimental staging in high schools,
and to provide other high school dramatics directors and high
school casts wlth a useable script and production plans for
Macbeth. The alm of this thesis is to show how these objectives
were met,

The students of T. L. Handy High School, Bay City,
Michigan, were introduced to Shakespeare as a living playwright
when Macbeth was presented, January ninth and tenth, 1953, on
the stage of their high school. Comment by community leaders,
school administration, teachers, and unsigned opinions from
the student body of the high school, which will be found in
the concluding chapter of this theslis, will show that Handy's
school community was successfully introduced to a Shakespearean
tragedy. The production plans for this presentation, which

will be found in Chapter V, will demonstrate that a more



(9




n
elaborate type of production can be done in a high school with
moderate facilities. These plans will show that a departure
from the traditional "box-type® of staging to a more experimental
type of staging 1s possible in a high school, Chapter II will
contain the adapted script for Macbeth as 1t was used by the
director along with the director's notes on the direction used.
This 1s in a form usable by other high school directors and
other high school students interested in performing Macbeth.

The director believes that a high school dramatics
program should provide for the performance of the classics in
drama as well as the works of the later writers. The director
1s not only a teacher of dramatics but also a teacher of
English literature. He feels that there 1s a need to perform
the classics in the theatre so as to demonstrate that the
selections read in the English classes are not only examples
of good literature but examples of good theatre as well., He
wanted to show that the writers of the dramas studied wrote
the selections to be performed and not read. As Margaret Websgter
states:

The plays can be kept alive, in the fullest and most

vivid sensge, only through the medium of the living

theatre. ., . They were written to be acted, to be seen
and heard.

“Margaret Webster, Shakespeare without Tears (New York:
McGraw-Hill Book Co., Ine. 1942), p. 3.
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Reallizing that there was an educational need of the
students which was not belng met, the director set about making
his cholce of the play. Shakespeare seemed to be a loglcal
cholce of author, but the determination of Macbeth brought
further complications which merit an explanation.

The choilce of Macbeth was the result of several factors:
First, thls play had a wide audlence interest in the community,
for 1t is studied in the eleventh grade classes in English in
Handy High School and Bay City Central, the other public high
school in the city.5 The Catholic parochlal high schools,
gseven in number, also follow the same plan of study.6 This
made a potential audience of twelve hundred high school
students outside of Handy High School who knew and were
interested in the tragedy.

S8econd, the challenge of the characters in Macbeth was
one which the director felt the high school students could
meet in their character portrayals, for the major group of
characters in the play are no older'than middle age with the
sole exceptlion of o0ld King Duncan whose part is small and

occurs only in the beginning of the selection,

5Courses of Study for High School Classes in Eleventh
Grade English (mimeographed pamphlet), Board of Education,
Bay City, Michigan, 1952.

6Personal Interview with Sister Scholastica, Supervisor
of Teachers of English, Catholic High Schools, Bay City,
Michigan, October, 1952,






Third, the director belleved that high school students
are capable of undertaking any type of play which does not have
objectlionable material inherent within its plot. He belleves
high school students capable of portraying drama and tragedy
as well as comedy and contends that only through the effort
involved in creating a character with complexity of personality
do the students benefit from the time involved in the preparation
of a production.

And fourth, when the director announced the intention

of producing a Shakespearean play, a comedy, The Taming of the
Shrew was first considered. The students active in dramatics
and the members of Thespian Troupe 143 who would sponsor the
production volced a unanimous opinion and plea to amend the
cholce to Macbeth with which they were more familiar and which
they felt they would enjoy presenting more because of its story.
The director was consequently convinced and persuaded. The pléy

was selected and presented.






PART B: A BRIEF ANALYSIS OF THE PLAY SELECTION PROELEMS
AS INDICATED BY T. L. HANDY HIGH SCHOOL
AND THE COMMUNITY IT SERVES

A brief description of Bay City and T. L. Handy High
School will serve for better understanding the play selection
problems. The school is a Class A high school, located in a
town of approximately fifty thousand in population, situated
on Saginaw Bay. The city area which 1t serves lles west of
the Saginaw River which cuts the town into two parts approxi-
mately equal in size and population. However, over fifty
percent of 1ts students are brought to the school each day by
buses, because the school serves over one hundred and fifty
gsquare miles of territory outside the city limits to the north,
south, and west., The total enrollment of the school 1s one
thousand six hundred and forty-three students in its ninth,
tenth, eleventh, and twelfth grades. Even though it is a
large city school, it has an agriculture department and very
active chapters of the Future Farmers and Future Homemskers of
America. These facts indicate the unusual cross-section which
Handy High S8chool serves in spite of its large enrollment.

Play presentations of T. L. Handy High School are
prepared largely with the student body in mind, for the town
offers 1ts cltizens the followlng means of entertainment: seven
movie houses, a clvic theatre group which offers five plays

yearly, Bay Clty Central High School which presents two plays
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8
yearly in an eétablished drama program of merit, and two plays
Yearly offered by each of the seven Catholic parochial high
school8. Over a period of the last seven years none of these
groups has presented a play which was chosen from the classics
of literature., Other forms of recreation which the city offers
are three bowling alleys, two roller skatling rinks, an amusement

park, and various fraternal organizations.

There are definite nationality groups in the school
community. The southern city and rural area 1s made up of
people who are of second and third generatlion Germanic descent.
The northern area is largely of Swedlsh descent and the western
area 18 largely Pollsh descent., There are very small groups of
Mexican and Indlan descent which are located in no particular
area. The school has no Negro students. Because of this
nationality predominance, the city has a more cosmopolitan
attitude toward festivals, dances, music, and dress than would
be expected from its size.

The city's religious life is divided in the following
manner: seven Cathollc parishes and churches, seven Lutheran
churches, four Methodist churches, two Congregationsl churches,
two Presbyterian, and two Churches of God. Each of the
Cathollc parishes has 1ts own elementary school and high school.
Each of the Lutheran churches has 1ts own elementary school
but sends its students to the public high schools upon

graduation from the eighth grade. At no time has any of these






religious organizations interferred with the policies of the
public schools or tried to impose their interpretation of
censorship on the schools.

In certaln ways the school imposes censorship with what
it believes is conformity with the general community feeling.
Students are not permitted to smoke on the grounds of the
school and their smoking within the building 1s strictly
prohibited, Teacher supervision 1s required for any group
activity which takes place within the school at any time.
Drinking is not tolerated at any time by students or adults.”

This self-imposed censorshlp carries over into the
dramatic productions. Since the audlence is primarlly made up
of students from the school, no smoking or pantomiming of it
is permitted on the stage. The rule about drinklng is not
quite so rigid. The only difference 1s that the glasses and
decanters and bottles are permitted 1f they are necessary to
the plot, but no actual drinking 1s allowed. Further, the
director has extended the censorship to obscenities of language,
suggestiveness of line, and plot suggestlons. These are
congldered to be a matter of good taste.

The attitude of‘the administration of the school is

such that the production of plays is on an educational basis

7Information given to faculty of T. L. Handy High School,
Faculty Meeting, T. L. Handy High School, Mr, Arthur H. Cansfleld,
principal, Bay City, Michigan, September, 1950,
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rather than on the level of a money-meking proposition., The
administration had stated three years earlier as the phllosophy
for the dramatics program in the school, ¥Dramatics as a part
of our ocurriculum and a part of our extra-curricular program 1s
to be considered primarily as an educatlonal activity not a
money making activity. Our students should learn from it
through participation and attendance at your performances.“8

Since Macbeth posed a great many production problems,

a word about the dramatic organization and the facllities for
production in Handy High School will be in order. Prior to
the production of Macbeth, the yearly drama program at Handy
High School had consisted of a fall play and a spring play.
The school curriculum included a full-year class 1n dramatics.
As part of the extra-curricular activity of the school, a unit
of the Natlional Thesplan Soclety had been organized.

S8ince Handy High School had been a high school for only
one year upon the arrival of the director, firmly-rooted
precedence did not dictate the manner of casting the fall and
spring plays. All-school casting was dlscussed with the
administration and the director was able to institute 1t from
the beginning of his work in the school. Even though the fall

and spring plays were cast on an all-school basis, they were

Bpersonal interview with Mr, Arthur H, Cansfield,
Prt;cipal of T. L. Handy High School, Bay City, Michigan, June,
1949,
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" sponsored by the senior and junior classes, In return for
assuming gll financial responsibility and responsibility for
advertising, ticket sales, ushering, and the securing of
necessary properties and costumes the class sponsoring the
play secured the money realized as profit on the production.
Sponsorship has not_been automatic. The director makes the
play cholce, presents it to the class 1in class meeting, asks
for a definlte working budget, and inquires if the class wants
to assume the flnancial responsibility and sponsor the play.
The classes have always done this without question. The plays
have been financlally successful, clearing no less than four
hundred dollars profit.

The director realized that the two-play-a-year system
was working successfully, but 1t was not offering the students
of the school a well-rounded experlence in drama, for the
classics of drama and literature were not being performed.

The i1dea of a third play in the yearly program with the
classics in mind was discussed with the administration.
Approval was granted.. The students in the Thesplan Soclety
were consulted and they eagerly agreed to sponsorship.

The class in dramatics has been a fully-accredited
class in the school!s curriculum and has been a year, or two
semesters, in length. It 1is an elective course open to all
grades but is made up largely, ninety percent, of ninth

graders. The course matter consists of a brief history of
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drama, the reading and discusslon of plays, and laboratory
classes in stage design, costume design, make-up, and
production of one act plays which are used as a means of
teaching the fundamentals of stage movement, volce control,
and acting. These plays are selected from the literature
books used in the English classes or are dramatized incidents
from American and world history. When preparations are
complete and a play 1s ready, it is presented in the class-
rooms where the subjJect 1s belng studled.

The chapter of the Natlonal Thespian Soclety, even
though 1t 1s an extra-curricular activity, has been the back
bone of the dramatics organization at Handy High School.
Because the Natlonal Thespilan Soclety recognizes the importance
of every individual necessary to a dramatic production and
because membership implies they have earned their way, students
have come to covet their Thesplan memberships. A student galns
membership by earning ten points, each point signifying ten
hours of work in the fields of acting, costuming, make-up,
stage construction or design, or committee work on properties,
advertising, ticket sales, or lighting. These points are
granted for any of the full-length or one act plays which are
presented during the year.

In the yearly drama program, play production has been
regarded as an important educational activity by the students

and the faculty of the school. This attitude was demonstrated
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by the fact that the crews for all phases of these productions

were made up of students from other than the dramatics
department. The art department designed and executed the stage
sets and posters. The wood shop constructed any stage pleces
needed. The home making department sewed the costumes. The
printing department printed tickets and programs. The metal
department manufactured any metallic properties needed. The
commercial department typed any scripts or publiclty letters
requested. Dramatics at Handy High School 1is truly all-school
in every facet of the activity.

Support of dramatics was brought about mainly by the
attitude of the administration, which has already been stated,
and by the philosophy of the director as to play selection.
The director's plan was to produce a play of literary merit
by a recent author for the fall play. The spring play was to
be a modern comedy or mystery of good quality. The play
director had gone a step further in hils fall play selections
and had kept in mind the subject matter taught within the
departments of the school. With the classes in family living,

John Van Dreuten's I Remember Mama was the first choice.

With the classes in eleventh grade English, Thorton Wilder's
Our Town was the second.choice. With the classes in American

history, Sidney Kingsley's The Patriots was the next choice.

Dramatics became recognized by the students and the faculty
as a definite part of the educational activity of Handy High
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School, and attendance has been 1lncreased by the school
community, since the public realizes that a good type of play
is being performed.

For the first of the serles of third plays, Macbeth was
the final choice. Through the dramatics program already
discussed, the director knew that the school was ready for
this type of play. The Engllsh department was enthusiastic
about helping to promote attendance through the department's
classes, The director knew from the experience of working
with the students on the all-school casting principal that
actors were avallgble to fill the demands of the play
adequately. Interest 1n such a production was great as was
indicated by the students and the faculty. From casting plays
with large numbers of boys in the casts in the past, the
director knew that there would be no difficulty in filling the
many male parts in the play.

To better understand other problems of productions which
Macbeth entalled, the reader will need to know the general
organization at Handy High School and the facillities availlable.

The auditorium is used during the day by the music
department for band and orchestra rehearsals and section
rehearsals. Out of an eight period day, the auditorium is
used for the showling of movies durlng the three noon hours to
over a thousand students who eat in the cafeteria and do not go

home at noon. These activities make any work on the stage

during the day impossible.
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The music department has always been very cooperative in
the use of the stage. Stage sets were put up a week before
production for the use of the casts in rehearsals, and the music
activities accommodated themselves to the stage set by elther
practicing on the floor of the auditorium or within the setting.

The evening hours were found to be the best time for
play rehearsals, There were several reasons for thig: the
school is run on a %“staggered" schedule with half of the
students beginning school in the morning at eight and going
until three in the afternoon; the other half were beginning at
nine and were going until four in the afternoon. There were
two reasons for this: one, the school was bullf for nine
hundred students and accommodates over sixteen hundred; and,
two, as has been previously indicated, over half of the students
come varying distances to school by buses. Considering these
circumstances, afternoon rehearsals did not seem practicable.,
Since the policy of the Board of Educatlion of Bay City has been
to make the schools centers of community activity,9 the school
is open every week-day night for various community activities
which include night school classes, committee meetings, and
community gatherings of all kinds., There was no question about
the buillding being available. The only conflict on the use of

9Policles of the Board of Education (mimeographed pamphlet)
Board of Education, Bay City, Michigan, November, 1950,



.
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the auditorium was that on Tuesday nights the stage was used
for practice by a night school class in band. Other rooms were
avallable for line rehearsals, however, so that an evening was
not iost. Rehearsals were held Monday, Wednesday, and Thursday
nights -on the stage from seven until nine-thirty otlclock.

Even though evening rehearsals were necessary and the
students lived great distances from the school, securing pupil
participation has never been a problem., The students have been
interested and enthusliastic enough about the program in dramatics
to participate in large numbers. Approximately elghty-five
students try out for every play, and before a finished production
is8 presented approximately a hundred students participate in
the various phases of preparation.

However, there belng a wide variety of schedules and
travels among the students, the director thought it necessary
to devise a play contract form which he has adapted for each of
the productions during the lgst four years at Handy High School.
A copy of the contract form used at try-outs for Macbeth reads

as follows:
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PLAY CONTRACT FOR MACBETH

In trying out for a part in the play Macbeth, I hereby
agree to live up to the following conditions if I am assigned
a part:

1, I will be on time for all rehearsals,

2., I will schedule all outside engagements in such a manner
80 that they will not conflict with the rehearsal schedule,

3. I assume the responsibility for learning my lines outside of
rehearsals and at the times designated by the director.

L, I will so conduct myself as to contribute in every way to
meking this play an excellent production and a co-operative
project.

5. I understand the only acceptable reason for absence from a
rehearsal is i1llness, and I will contact the director as
soon as possible to inform him beforehand of an absence.

6., I will teke direction from the director and any students
asslsting him as direction and not as personal criticism,

7. I will asgsume the sole resposibllity for the care of my
costumes. -

8. I will not use play rehearsals as an excuse for absence from
school or for not doing school work that is required of me

by my teachers,
Signed

Grade

0 ©® 000 000006060060 00060 ° 0006006060000 006060 °0 0006000060602 0060000000060000000

NECESSARY INFORMATION
1. I wish to be considered for the following parts:

2. My scholastic average last marking perlod was .

3. Did you receive below a "C* in any subject? Yes No

L, What activities must you attend during the week on Monday,
Tuesday, Wednesday, or Thursday nights that might interfere
with evening rehearsals on these evenlings from 7 to 9:30?
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This contract form is useful for several reasons: 1t
states the responsibilities of the student in accepting a part
in the play, lets the director know the scholastic ability and
standing of the student, and informs the director as to any
possible conflicts which may arise as to scheduling rehearsals.
These contracts are adhered to very rigidly by the director and
the students realize their responsibilities in signing themn.

For the production of any play at Handy High School the
following facilities were available to use, The audltorium 1s
located in a wing separate from the rest of the school. It
seats eight hundred and seventy-five people on its inclined
main floor; there is no balcony. The stage has a proscenium
arch thirty-slx feet wide and sixteen feet high. The stage
apron from the act curtaln to the outer edge 1s six feet deep.
From the act curtain to the back wall the stage is twenty-four
feet deep three feet of this depth 1s taken off by six foot
high wooden cabinets which are used for the storage of musical
instruments. There 1s an area of six feet by ten feet on each
side of the stage which i1s the off stage space. On stage left
most of this space 1s taken up by a permanent box in which the
grand plano 1s stored. On stage right there is a seven foot
high metal catwalk about one-half the depth of the stage from
which most of the over head rigging is controlled. This rigging
is fastened to the grid which 1as twenty-four feet from the floor
of the stage making the grid too low for the flying of scenery
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into the loft but usable for hanging celling pieces and lighting
equipment., On stage left eight feet off of the floor and above
the plano case 1s a scenery storage loft which 18 not usable
for storage during the progress of a show because of 1its
inaccessibility. Stage pleces such as platforms and steps are
stored on the top of the music cabinets and the plano case.

In the off stage area on stage right is located the light
control board. The stage is equlipped with three border strips
overhead and one foot light strip; each of these strips has an
independentally controlled bank of red, white, and blue lights.
The controls consist of twelve rheostats. Other lighting
equlpment consists of six five hundred watt baby spot lights
and twelve one hundred and fifty watt show case lights. This
is the equlpment that was used for lighting the production of
Macbeth.

Below the stage are two dressing rooms, The larger one
is thirty-slx feet long and twelve feet wide. This 1s used for
costume storage and as a make-up room., Off of this room is a
lavatory which includes three lavatories with hot and cold water
besldes its tollet facilities. The second dressing room is next
to the larger one and is a bare room with dimensions of eighteen

feet by eighteen feet.






CHAPTER II
ADAPTED SCRIPT FOR MACBETH
PART A. AN INTRODUCTION TO THE SCRIPT

A brief description of the staging evolved would be an
ald to better understanding the script as it was adapted by the
writer for high school production. The writer, as director of
the production, was aware that the arrangement of the scenes
would be conditioned by the limltations posed by the proscenium
stage of T. L. Handy High School. He knew, also, that the
fluldity of scene movement and simplicity of scene shifting
would decide whether the production would be smooth running or

not. Margaret Webster in her book Shakesgpeare wilthout Tears

states:

Shakespearel!s time rhythm is badly jarred by our
scene walts, which in his theatre did not exist. The
scenes flowed into each other, often marked by a
musical "flourjish' or ¥Ysennet" to introduce fresh sets
of characters.,

The scene divisions indicated in almost all modern
editions are the entirely gratuitous invention of an
eighteenth century editor, Nicholas Rowe . . . It is
important that we clear our minds of anything which
obstructs the unbroken flow of Shakespeare’s writing,
and that in staging we should eliminate as far as
humanly possible the Breaks and checks which ecene
changes l1mpose on it.

lwebster, op. cit., page 57.
2Ibid., page 58.
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Realizing these problems, the director consulted his
stage designer, the art teacher in Handy High School. The basic
needs of the script were considered and a stage plan was
developed to meet them. A detalled discussion of these plans
will be found in Chapter V.

The plan which was developed to meet the needs of the
goript can be divided into two parts. The first part includes
that portion of the staging which was permanent, Three palrs
of flats were installed in wing position to form three false
proscenium arches and platforms were arraﬁged to form a triangle
with its apex upstage and the legs open to the audience. There
were two series of hinged folding pleces. The first palr was
hinged to the flats forming the first down stage false proscenium
arch. When either orAthese wag unfolded it formed a small
acting area downstage. The other hinged folding pleces were
fastened to the upstage flats forming the third felse proscenium
arch and formed a backing for outdoor scenes agalnst the apex
of the triangle of the platforms.

There were four moveable pleces of scenery which were
set againgt the outslde of the apex of the triangle of the
platforms to make castle walls, a castle tower, and an arched
caétle doorway.

Overhead, pleces of scenery were lowered from the fly
position to complete the false proscenium arches. These were

designed to coincide with outdoor and indoor scenes.
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The stage as thus set up for the production of Macbeth
had four areas in which scenes could be acted: number one, the
stage right area formed by the folding wing was used for scenes
which involved few people; number two, the stage left area
formed by the other folding wing was used to alternate with
area one; number three, the area on top of the platforms, was
used mainly for the witches'! scenes; and, number four, the entire
stage, was used for scenes demanding wide movement or large
numbers of people.
The following 1s the plan of production that was used
with these areas:
ACT I
Scene 1., A desert pPlacCe .e.ccecesesccecess 8rea 3,
Scene 2. A camp near FOrre8 ecc.ccceeeees 8rea l.
Scene 3. A heath near Forres ............ area b,
Scene 4, Forres. The PAlaCe c..cec0eesse area 2,
Scene 5. Inverness. Macbeth'!s castle.... area 1,
Scene Curtain
" Scene 6. Macbeth®!s castle ....ecceceeeeese area U,
Scene 7. The BAME ceeccccscescsccccosssss Area k4,
ACT II
Scene 1, Macbeth®s castle sieeecececcssss area 4,
Scene 2. The 6AME scesesvscssccssscscsess area b,
Scene 3. The BAME ceeecsccsccssscsscscssss area 4,

Act Curtain
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ACT III
Scene 1., The Palace ce.eesscsescsscscsess Brea 4,
Scene 2, The BAME sesesscsccssscssscsease area 4,
Scene 3. The BAME ceeessscecccceccscccacss area L,
Scene Curtain
ACT IV
Scene 1, The heath cececssccssscesessesss area 4,
S8cene 2. Fife. Macduff!s castle ........ area 2.
Scene 3. England. Before king's palace ., area 1.
Act Curtain
ACT V
Scene 1, Dunsinane. In the castle ...... area 4,
Scene 2, The BAME .eeesscsccssscsnsscnsses aTrea 4,
Scehe Curtain
Scene 3. Country near Dunsinane ......... area 4,
Scene 4, Another part of the field ...... area U4,
Scene 5, Another part of the field ...... area 4,
Act Curtain
The term "Scene Curtain" indicates the act curtain was

closed for one minute to execute scenery changes. It was

closed and opened again without turning on the house lights,
Likewise, "Act Curtain' signifies closing the curtain for a
ten minute intermission.

Any stage movements or placements which are given for

the actors within a scene are designated for the given area in

which the scene was played,
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These movements and placements are confined to the
following terms: stage right, the actors! right; stage left,
the actors! left; downstage, toward the audlence; upstage,
toward the back of the stage and away from the audlence; and
center stage, the center of the area which 1s belng used for the
scene,

As may be seen by the accompanying dlagram of the floor
plan used in the production, the letters a, b, ¢, 4, e, f, g,
and h denote entrance and exlt placements on the set,

The numbers which appear in red ink at the right hand
of the soript indicate the changes that were made in the adapt-
ation, The following numbers refer to the indicated changes:

1. Speech or speeches out for faster movement.,

2. Substitution for words or word meanings no

longer used, or deletion or substitution
because of vocabulary limitations of cast

and audience.

3. Minor changes in sentence structure to make
dialogue more intelligible to the audience.

Lk, Words or lines deleted to make speech more
acceptable to the school audience: profanity,
obscenities.

5. Scene cut to expedite production.

6. Scene omitted to expedite production,

7. Scene combined to ald in staging the play.

A full discussion of these changes will be found in

Chapter III under the title "Script Adaptations.®






PART B: THE SCRIPT FOR MACBETH AS ADAPTED
FOR HIGH SCEOOL PRODUCTION



Scene 1. A lecert nlece. (2,%9,c)

(Thuncer end lightning.(1l) Znter three witches.)(2)

Firet "Titch: Yhen shell we three meet egein
In thuncer, lightninz, or in rain?
Second “itch: "“en th hurlyburl"'s done,

TMen the tattle's lost and won.

Tnircé 'itch: That will te ere the set of sun.
Firet "Titch: Triere the plece?
Second Witch: U'oon the heath.
Third Witch: There to meet with lacbeth. (3)
Firet itch: I come, Graymalkin. (L)
Second Witch: Facdock calls. (5)

irc Witch: Anon.
311: Falr is foul, (€)(&) and foul is fair

cver throngsh the for end filthr alr. (7)(e)

(gv=rT)

Scerne 2. A camp near Forres.

(ALA=TL WITHT (b) TUTER DUUCAN, FALCT, DOUALBATIL,
L=mer. 'fV”I RLTEDING SERZEATT,) (l)

Duncan: "Tet bloody man ie that? (?) He can revort,

Ac seemneth by his plight, of the revols

The neweet ctate.

valcoms Thie 1s the cerceant
"o like & =o00c¢ end harcy volé*er fousht
'7ainet mr cepntivity. (3) leill, kreve friendl
Qsv to the vins the knowle:ge of the Troil
A=z thou dldst lecve 1t.

(L) Dooktenl 2t etood,
oent evirvers, thset ao clinz toether
¢ thelr ert. The rerciless liecconwalc?

Q . e
Ser.ecnt



Area III

Sueiness Cues
1. Witches cockle 2. Stert c¢rum roll
2. Witches erren-ed in tri-sncmler L. Cnen curtain
oréer: witch ore, witch three,

witch two.

3. Lifta L hend %o aoccent
" 1'? C‘b Pth" .

r~

. Looks to L.
5. Looks to P.
¢. “eave ir urison.

7. FPemain in place for Scene 3.

ACT I, “cene 2

e. Tare lishte down on
T

Area 1

1. Orcer of entrance: Turcen,
.elecom, Donalbeir, Lennox from
I-F to Area I.

2. Seryeant from ¥F-G

2. =2lcom helos sergeant to floor
D.S.C.

Serceant on R cice held uv Ly
A

Yalcom.

a. Alarur from trumvet.

b. Lighte up on Area I.

N



aCT I,

A
S

c

en

€

2

- BAree I

Cues

Frises nanra to ftop king

Poirte to Doralhnain.

3

Poss enters E-F.

Roegs vows cnd ineels.



ACT I: Scene 2

Serceant:

Duncan:

Serceant:

Duncan:

Ser¢eant:

vanecans

)
H
3

Duncan:

27

Srowed like a rebel's vwench.4 But all's too weak;
For Lrave l[lacbeth--vell he decerves that name--
Discaininrs forture, vith his brancished steel,
Wich smoked with bloody execution}

Till he wnseazed him from the neve to the cheaps,
And flxed hie hesd unon our battlerents.

0 valiant cousin! worthy gentlemant!

(5)¥erk, kine of Scotland, mark!
Mo sooner Justice had with valor armed
Comzelled these sxioping kerns to trust thelr heels,
But the Yorwryan lord, surveying vantace,
With furbished erms and new suvpplies of men
Begen a freah acsault.

Dismayed not this
Cur csntains, lecbeth end Ranquo?

Yes;’
As sparrowe eaglee, or the hare the lion.
Sut I am falnt, my geshes cry for help.

So well thy worcs become thee as thy wounds;
Trey smeck of honor toth. Go get hin eurzeons.(£)
SZRGEANT ATTENDED BY DONALIAIN.)(7)

() Who comes here?

(SNTZR RCSS.)(9)

Melcom:

Duncan:

Eoss:
Duncan:

Eoss:

The worthy Thane of Ross.

"het a heste looks throuch his eyes! So
should he look
That seeme to eneek thires strence.

God save the Xxins!(10)
Whence comeet thou, worthy thsne?

From Fife, c¢reat king!
Where the Norwevan tenners flout the sxy
And far our neovle cold. 1MNorway hireelf,
With terrible numbers,
Assicted Tty the most disloys=1l tr=ltor,
The thare of Cawdor, befen a clexel conflict;?
Till valor's minion, locketh, lepned in =roof,
Confronted hir with self-comparisons



Rakad

AHACT I, Scere ? - Ares I
Zveeirecs Cues
11. To Fosg. FKir: er*erce hend ené
“elne kit rice.
1?. Focec bovrs and exite E-F.
12. Duncan ond &lcom exeunt A-3, bhe Lismte &im onut on

ACT I, Scere 35 -

1. A nise from witech 2, & zrowl
from witch 3.
2. All “hree csczle vith lanter.

Lore leu;hter.

bt. Three witches in
Area ITI wnere trey
neve teen eirce Scene 1.

c. Lijhtes uc on Area III.

~
—



ACT I: Scene ?2 28

3

RPoss: P int ez2inet ©oint retellicus;
The victory fell or. g,

ené, to concluce,

Duncan: Great havpineec! RBut, now ¢
o more that thene of Cewdor ehall cdecelve
Our tosom intereet. (11) Go rrorounce his
nresent ceath,
Anc with his former title :reet Mecbeth,

Poss: I'11 see it cdore. (12)
Dincans hat he hath loet noble Mecbeth heth weon. (13)
(23=UnT ) (D)
Scene 3. A heath nesr Forres.

(TIUIDEF o (2)  BNVER TEE TIRIN WITCIES.)(Db)(c)

First "itch: “here hact thou teen, sicter?

Second Witch: ¥illing ewvire.

Third “itch: Sister, where thou?

Tiret "itch: A sallor's wife hed cherstruts ir her 1levo,

And muncheé, ené ~vurched, ané munched. "CGlve
re," cuath I.

"Aroint thee, witch!"(1l) the rumo-fed ronyon
criee,

Yer huebend's to Alep»o gone, mester of the
Ticer;

Bt in a selve I'1l1l thither rell,

Ané, like a rot withnut o tail,

I'11 éo, 2néd I'11 cdo, and I'11 do.(?)

Second Witch: I'11 ¢ive thee 2 wind.

First "itch: Thou'rt xind.

Third Witch: Anc I enother.

Firet "iteh: I wvsel? heve 8ll the other,

Anc¢ the very ports they ovlow,

All the cnarters thet they krnow
I' the shiuvman's card. (2)

T will c¢rain him cdry es hey:
“leen chall neither night ror dey
Eang uoon hls penthouse 11

He shall 1live & men fcrbic.

Yesry se'rnizhts nire times nine
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Area ITI

Cues

-

. Firet vitch fumtles in

5. Eolding 1t vo.

ot

form

pvars

£ Secemoer to DIL ole

7. Form o circle clesping hancs.
¢. Circle R.

2. Circle L.

10. Circle R.

11. SZogc. Look off B.

2 C‘nn

2. Scaiger Leck to orisirel
ition lanching.

13. Trter A-3. lLeacbetn anc tihen
sercuo.  Stort to XL

1L, Bercuo sees wiltches end etons

AlCrecsing witches fror DR

2tform.

14'

14. Cn to DL platforn.
1

Geep of ectonishrent from

Z. Zorcuo X L to llecbeth.

12, Turre K t92 vitches.

cocxet.

¢. Drum Teat

£f. Lishte un on Area IV.



ACT TI: Scere

Firct Witch:

Thaird Witch:

All:

Zancguo:

i.ecoeth:
T'iret Witch:
Second "itch:

Third “itch:

3ancuos

Shell he cwindle, peel anc zire;
Tnouyrh hls Tari cannot bte lost,
Yet 1t shall te tennest-tost.
Lo k vhet I have. (L)

Show me, chow me.

Here I hove & pilot's thumh, (5)
""recxzed as romew:ré he did come.

(orivs wITETY ) (4d)(e)

, hard in hend
ea and lana, (£
, about; (93)
and thrice to mire (10)
n, to me¥e un nine. (11)
mYe vound uo. (£)(12)

ATRTCY(13)

Thue do go

And thrice =
Pea ce the ¢

)
i—B
e
'®
&
L
3
&
s

‘nC fair a ¢oy I have not seen. (14)

How fer 1s't called to Forres? (15) "het ere
thece

S50 withered and g2 wilc in thelr ettire,

That look not like tre inhabitsnts of the earth,

And yet are on 1t? Live you? or are ;ou ausht,

That man may cuestion? Yovu seex to 'nuerctand ne,

By each a2t once her chox~y finger layin:a

Unon her sxinny lins. You shovuld be wozxen,

And yet your beerc¢s forticdé me to interoret

That you ere so.

(12)

All Yail, Yscteth! nail to thee thone of Glatis!

n

cea¥, 1f von csn. “Wha2t are youl

A1l !i21l, I'acteth! hail to thee, thane of Cowéor!

A1l ®n1l, lecreth! thet chalt he ¥irc heresfter

(17)

Good sir, (13) why ¢o vou ctart, ond seen to fear

Thin ‘¢ thet do sourd so fair? (1?) I' the nere
of truth,

Are ve fantacticnl, or thet inceed

"Miech ovtwardly ve rhow? 1’y nohle nartner



ACT I, Scene 3
"The welrd sisters, hend in hand,

Posters of the gea and land....."

30
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Firet “itch:
Second Witch:
Thiré "itch:
Firct Yitch:
Second "itch

Thircd Witch:

.nNgcuo;

ti
a

S

Macbeth:

95}

encuo;

31

You treet with crecent grece end :reet ore-
Ciction

Cf noble having arnd of roysl hopje,

Thuat ne seems rapt withal; to me you speak
not.

IT you cen look into the seeds of tire,

And say which grain will (row enéd whicih vill
I"Ou,

S_.ealt then to ne, who nreither bve:z nor fear

Your feavors nor your hate.

Taill
Lesser then llacteth, and gfreater.
"ot co heryny, vet much hap ier.

Thou shalt zet xincs, thouvsh thou te none; (20)
So all hail, lacbeth and Banquo'

Banguo &nd Macbeth, all hail! (21)

Stay, you immerfect speakers, (22) tell me more.

By Sinel'e cdeath I now I am thane of Glamis;

But how of Cawdor? (23) The thane of Cawdor
lives

A prosperous centleman; and to be king

Stancs not within the 2ros2ect of beliel,

0 Tore than to be Cawdor. Say froxm whence

You owe this strangse intelligence, or why

Upon this blested heath you stor our wey

With such prezhetic greeting? Speax, I charge
you. (2L)

(“TITCESS VANISE.)
erth hath bub%les, as the water hes,
Ané these &1 re of them. (25) Wither are they
anl
Into the zir; anrd whet ceemed as realzmelted
As breath into the wind. Would thevy had stayec!
“ere such thin:s here as we o soeak abont? (2€)

Or hove we eaten orn the irsane root
That tekes the meagon risonrer?
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-
€]
oo

racteth:

Your chilcren shell be xirge.
You chall be king.

And the thane of Cewcéor too: wert 1t not so?
To the selfsare ftune and words. (27) Who's
here?

TIUER RCSS AND ANGUS.) (28)

The ¥ing hath hapoily recelved, }Macbeth,

The rews of thy success; end wher he reacds

Thy pereonal venture in the rebels'! fi:ht,

Eis woncders and vraices &o corntend

*mich should be thine or his.) Ags thick as hatl
Ceme poct with nost; ancé every one did bear

Thy draieges in his kinsdom's rreat defence,

Ané noured them covn hwefore him.

We ere cent
Tn give thee from our royal master thanks;
Cnly to hearld thee into his sight
"ot pay thee.

Ané, for an earnest of a g¢reater horor,

e bade me, from hir, cell thee thane of Cowcor;
In which acédition, hail, (29) most worthy thene!
For 1t 1s thire.

(ASIDE.) Vhat, car the cevil speak true?

The thane of Cawdor lives; why co you ¢ress me
In borrowed robes?

"ho wee the thanre lives yet;
But uncer heavrs Judcment tears thet 1life
Which he cdegerves to lose. Whether he was

combined

With thorse of Morway, or aild lire the recel
Wit hicden helo snéd vantece, or that with both
He labored in his courtry's wreck, I inow not;
Put tressons caprital, confessed andéd proveq,
Heve overthrown him.
(ASIZE.) Glemie, anéd thane of Cawdor!
The sreatest 1s behind,

(7"C RO=S AND AIGUS.)
Thanks for your palns.



ACT I, Scene 3 - Area IV

Bueirecs Cues

2encnuo,

e . or
L. :s2cheth T to D = R,

A11 tvrn to lock ot lacheth.

= to vroun. 3tove
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Ranquo:

macbeth:

Zanguo:?

lecheth:

Bancuo:

Scene 3

33

(TC EANQU0.)
Do you not hope your children shall be kings,

'hen those that gave the thane of Cewdor to me
Proemised no less to them?

But 'tis strenge;l
And oftertimes, to win us to our harm,
The instrumente of derkness tell us truths,
Win us with honest trifles, to betray 's
In deepest consecuence.
Cousin, a word, I prey vou. (30)

(ASIDE.)
Tvo truthe are told,

As happy prolo;ues to the swellins act
Cf the imperiel theme.--I thank you gentlemen.

(ASITE.)
This supernatural soliciting
Cannot be 111, csnnot te good. If 111,
Yry hath 1t given me prophecyzof cuccess,
Conrencirz in 2 truth? I sm thane of Cawdor;
If ¢ood, why ¢o I vield to that sugrestion
Whoee horrid imere doth vnfix my hair
Anéd make my seeted heart knock at my ribs.&

Yy thouchte, whose muréer yet 1s but fantastical,

Srhakes co my sirgle stete of man thet furction
Is smothered in esurmise, and ncthing 1is
But what 1s not.

Loo¥, how our partner's rapt. (31)

(ASIDE.)
If chance will have me king, why, chance mey
crown me,
"ithout my estir.

Mew

Like our s*rance
mold

But with the =aid

hecnors come uzon him,
garmentes, cleave not to thelr

of use.

Come wha t cone may,
Time and hornor runs through the roughest cay.
“orthy lacbeth, (32) we ctay upon your lelsure.
Give me rour favor. (33) ¥y ¢ull brain wes
wrought
With thince forcotten. Let us toward the xing.
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ACT I, Scene L
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=. Bengnuo Yreels.
9. I'ins rices and extencs hond
silda Zenc vo in ricing.

a. Curtain ocenrnca.
b. Lichte up on Area II
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ACT I: Scene 3

Macbeth:

Dancuo:

racteth:

(TO BANQUO.)
Trink voon what hath chanced, and, a2t more tilme,
The interim heving welghed 1t, let us speak
Cur free hearts to each other.
Very glacly.
Ti11l ther, enouzh. Come, friencs (34)(g)

(EvEULET.)(h)

Scerne 4. Yorres. The palace. (a)(t)

(FLOURISH.(c) EN"ER LTWCAN, ALGCL, DCNALBAIN.)(1)

LCuncan:

Malecom:

Duncan:

Xacbeth:

Duncan:

Is execution éone on Cewdéor? (2) Are not
Thoee in commission yet returnec?

My llegze, (3)
They are not yet come back. But I heve spoke
With one that saw him cead; who ¢&id report
That very frankly he confesseé hls treacons,
Implored rour highness' parcon ané set forth
A ceep reventance. Nothing in his 1life
Eecame 1t 1like the leaving 1t; he diled
As one thet had been stuédled in his dezth
To throw ewsy the dearest thing he owned®&
As 'twere a careless trifle.

) There's no srt
To find the mind's construction in the face;
HEe was a gentleman on whom I built
An absolute trust. ~

(ENTER MACBETH.)(L)

0 worthiect cousin!
The ein of my I1ngratitude even now
Was heavy on me.f Ornly I have left to say,
ore 1s thy cue than more than sll can paye.

The service end loyalty I owe,
In doing 1t, pays itself. (5) Your highness!
part
Is to receive our céuties:/ (4) and our cuties(7)
Are to your throne end state chilcéren end servants.

“elcome hither; (2)
I have tegun to ©lant thee, end will lebor
To make thee full of growing. Notle Banguo,(?)
Thet hast no lece decerved, nor must ke known



ACT I, Scene &L

"There!s no art
To find the mind's construction in the face...M
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ACT I: Scene 4

Luncan:

Zancuo:

Duncan:

Macteth:

Duncan:

acteth:

3

Dunca

Scene 5.

36

o lees to hasve done so, let me iInfold thee
Aré holéd thee to my heart,

There if I grow,
The harvest is your own.

(1¢) Sons, kinesmen, thenes’
And yon whose pnlaces are the nearecet, Xxnow
We will estatlish our ectate upon
Cur elcest, lMalcom (11l) whom we neme hereafter
The Prince of Cumberland. (12) From hence to
Inverness,
And bind us further to you.

I'1l be mycelf the harbinger and make Jorful
The hearing of mv wife with rour approsach;
So hutbly tske my lesve.

'y worthy Cawdor!

(ASIDE.)(1%)
The Prince of Cumberland! That 1s a estep
On which I must fall down, or else o'erleap,
For in my way it lies. Stares hice jyour fires;
Let not light see my tlack and ceep desires;
The eye wink at the hand; yet let that te
Wnich the eye feers, when 1t 1s cone, to see.

(Z7IT rAC3ETH.)(15)
True, worthy Bencuo; he is full so valiant,
And in hls commencatiocns I am fed;
It is & bencuet to me. Let's after him,(16)

Those care 1s cone before to bid us welcome.
de 1s a peerleces kinsman.

(TIT ALL.)

Inverness. lecbeth's castle. (a)

(ZTER LADY YACZETH, TEADII'G A LETTZR.) (1)

Laly l.acteth:

"They met me in the cay of cuccess; end I have
learncd by the perfectecst report, they have
more in them than mortal knowledze. 1hen I
burne¢ in desire to cuestion them further,
they made themcelvee air, into which they
vanished. Whiles I stood rapt in the wonder
of it, came miseives from the ¥inc, who all-
hailed me 'Thane of Cawdor'; (2) by which
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Cues

caes over remalindcer of
ey murriecly.

Crurnes letter in nencs.
£. ioveg D R.

7. Seyton enters L at F-C. He X
to her and lineels.

8. Seyton rises.

2. Seyton Tovs.



ACT I: ¢Ecene 5

Lac¢y lacheth:

Seyton:

Lacdy Macbeth:

Seyton:

Lacy lacbteth:

37

title, before, thece weird sicters sesluted
me, Ahd 7‘M‘erred to me the cecming on of

time, with 'Hail, kine thet chelt te.' (2)
This have (L) I thoucht good to celiver thee,
ny cCearect partrer of creetness, that thou
mightest rot lose the dues of rejoicing, by
*e*"ﬁ irrorent of what greatress 1s promised
thee. Lav it to thy heert, and farewell."(5)

Glanig thou art, and Ceawcdor; ané shalt te

Whet thou ort 0ro1ise€ () Yet éo I fear thy
rature;

It is too full 0O' the milk of huran kindness

To catch the nearect way. Thou wouldst te
ereat;

Art not without embition, but without

The illnecs should at terc it. %Yhat thou
wouldet highly

That wouldst thou holily; wouldst not play
false,

And yet woulést wrongly win. Thou 'ldst heve,
creat Glamis,

hat which cries, "Thus thou nmust co, 1f thou
have 1it",

Ancé that which rather thou coet fear to do

Than wishest should be undone. Hie thee hit:er,

That I may pour my svirits in thine ear,

And chastise with the valor of my tongue

All that imveces thee from the golden round,

“Thich fete and metaphysical eid doth seem

To have crowned thee withal. (7)

(2

(‘]
r;J

'R A MESETINCER,..SEVTCY.)
What 1s your tidings?

The king comes here tonight.

Thou'rt med to eay 1it.
Is not thy master with him? ¥ho, were't =o,
Wonuld heve informed for preperation.

So please you, (£) it is true; ocur thane 1is
oming.

Cne of my fellows hed the spreed of him,

“"ho, almost cead for breath, had scarcely more

Than would make up his mecssarce.

Give him tenéing; (9)
IIe brinss oreat news.



Zusiness - Cues

10. Zxit Seyton A-RB.

>

11. %=e looks R

0
vy
ct
D
=

1<

Seyton.

12. Crouches.

13. Lifte iraginsry daz~er in L hand.
Then ehe sees lz2cbeth who enters E-F.

.

1L, Deen curtsey to floor.
15, Iie helns her uc. Exnbraces her.
1é. EreoV¥s embrrce. S*teve D S L.

17. Turne R, looke 2t her, X beck
to chelir and aits.

1Z. Lzcy lLacheth moves to back of
chalir. Teliks to hian over his L
eroulder.

i9. Turns L from him, valke U & R,
a

0. Holc wmoeltions while curtein
a C.I"E_W'n . b . h”’ C’l"”t il". .

"™Mile curtaein is cdrawn, the foldirs pleces 2% A and E ere
folded Tock. Tne witches folcinrg oieces at D end H are folded
Lrekx. The coacstle wzlls andé To"er are put in pl=ace.



ACT I: Scene 5 38
(zYIT SEYTCN.)(10)

Lady liacuetn: (11) The raven himself is hoarse
That croexs the fetal entrance of Duncen
Uncer my tattlements. Come, you soirits
That tend on mortal thoughte, unsex me here,
And fill me from the crown to the toe top-ful
Of cirest cruelty! maXe thick my blood;
Stop up the access and passege to remorse,
That no coxncunctuous visitings of nature
Shaxe my fell purpose. (12) Core thick night,4
And pall thee in the dunnrest emnoke of hell, (13)
That my keen knife see not the wound it makes,
Mor Heaven peen through the blanket of the dark,
To cry, "Eolé, hold!®

(ENTER »AC3%TH.)

Creat Glamig! worthy Cawdor! (1L)
Creater than both, by the all-heil hereafter!
Thy letters have treansported me bevond
This icnorent precent, and I feel now
The future in the instant. (15)

Vacbeth: v Cearest love, (16)
Durcan comes here tonigcht.

Lady Yacbeth: Ané when goes hence?
llacteth: Tomorrow, (17) ae he purposes.
Laéy Macbeth: 0, never (12)

Shall sun that morrow see!

Your face, my thane, 1e a book where men

¥ay read strange matters. To begulle the time

Loox like the time; bear welcore ir your eye,

Your hand, your tongue; look like the inwocent
flower

But te the serpert under it. (19) He that's
coming

lust te provided for; and you ehall putQ®

This nigzht's business into my dispatch!

Macbeth: We will speak further.
Lady lacteth: Cnly look up clear;
To alter favor ever is to fear.,
Leave all the rest to me. (20)

(EX=UNT,) (b)
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ACT I: Scenre 6 >9
Scene 6. Before Macbeth's Castle. (a)(b)

(TNTER DUNCAV MALCCL, DCNALBAIM, BANQUQO, LEMIOX, MACDUFY,
ROSS, ANGU )(1)

Duncan: This castle (2) heth a pleasant seet; the air
I'imbly and sweetly recomuends itself
Unto our gentle senses./

(ENTER LADY 1ACBETH.)(3)

Duncan: See, see, our honored hosters.
The love that follows us eometite 1s our trouble,
Which st1ll we thenk as love./

Lacdy Facreth: All our service (&)
In every voint twice done and then done doutle
Were voor end'sinzle business to contend
Against those honors ceep and broad wherewith
Vour majesty loads our house; for those of cld,
And the late diznities heared up to them
We willl pray for you. (5)*“

Duncan: Where's the thane of Cawdor?
We coursed him at the heels, and had a purpose -
To be his purveyor; but he rices well;
Aré his g¢reat love, sharp as his spur, hath

helped2
Him to his home before us. Foir and noble
Hostess,
We are your guest tonight.
Lady Macbeth: Your servants, ever. (6):
Duncan: Give me your hand; (7)

Concéuct me to minre host. We love him higshly,
And shall contirue our graces towsrd him.
By your leeve, hostess.

(E:ZUNT.)

Scene 7. Yacteth's coectle. (a)

(ENTER A SEWER, (1) AND DIVERS STPVANTS WITH DISHES AND SERVICE,
AND PASS CVFR MEE €7AGE. (2) THREY ENTEE }ACBAETH.)(3)(L)

lacbeth: If it were done when 'tis done, then 'twere
well
It were dcne quickly. If the gseassination
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ACT I: Scene 7 Lo

tacbeth: Could trammel up the consecuence, end catch

With hils surcease success;Z(5) this even-
hended Justice

Commends the ingsredisnts of our voisoned chalice
To our own lips. He's here in cdouble trust;
First, as I am his Xinsman and his eubject,
Strongs both against the deed; then, 28 his host,
Yho chould against his murderer shut the door,
Mor tear the knife mycelf. Resides thie Dincen
Hath born his feculties so meek, hath been
So clear in his great office, that his virtues
11l plead like angels.’ I have not a spur
To prick the sides of my intent, but only
Vavltine embition, which o'erleaps itself
Anc falls on the other.

(TNTER LADY MACRZTH.)(6)
How Mow! what news?

Lecy lMacbeth: Ee has almost sutped. (7) Why heve you left
the chamber?

kacteth: Hath he acxzed for me?
Lacy lacbeth: Know you not he has?
Facbeth: We will proceed no further in this business. (&)

le hath honored me of late. (9)2

Lady iiacbeth: Was the hope drunk

Wherein you ¢ressed yourcelf? Heth 1t slept
gince?

And wakes 1t now, to look so g¢reen snd pale
At what 1t aid so freely? Frouz this time
Such I account thy love. Art thou afeard
To be the same in thine own a2ct and valor
As thou art in desire?!?

¥acteth: I vpray thee, veace.@ (10)
I dere do all thet mey become e man;
Who dares do more 1s none.

Leéy Xacbeth: Whet tecst was't, then
That mace you treak this entervrise to me?
"Then you durst do it, then you were a man;
And, to be more than what you were, you would
Be more the man.2 I have given birth,Tand know
How tender 'tis to love the babe that milks me;
I woulda, while it was amiling in nmy face,



Euasirees Creeg

11. Zurect of lengnter from off
cteire R

(.. Geeturee B hené to =-C.

17. (7 2-C to;ether L. Lirhte elowly covn to

Trere tee o tiTte velt tetween thece scenes. The next
scene e an ag soon as the lizht- were clmuec.



ACT I: Scene 7

decheth:

Lacy NMacbeth:

Macteth:

Lacy Xacheth:

lacheth:

L1

Fave plucked my breast?from ovt his bonelees
gums,

And dashed the brains out, had I so sworn as
you

Fave done to this.

If we should fail?

We faill
3ut screw rour courage to the cticking-nlace
And we'll not fsil. (11) When Duncan is asleep--
“hereto the rather eshall his dey's hard Journey
Souncly invite him--higs two chamberlains
¥ill I with wine and wassall so convince
That memory, the warder of the brain
Shall be 2s a fume.” When in swinish sleep
Thelr crenched nature lles as in ceath,
What cannot you and I perform upon
The unguarcec Duncan? What rnot put upon
Eis spongy officers, who shall tear the gullt
0T our zreat cuell?

(12) Brings forth men-childéren only;
For thy undaunted mettle should comvose
Nothing but males. (13) Will it not be re-
ceived,
“When we have marked with blood those sleepy
two
Cf his own chamber end used their very daggers,
That they have done 't?

(1L) “ho cares recelive 1t other,
Ae we shall make our griefs and clamor roer
Uvon his death?

I am settled, (15) ané bend up
Each corporal ezent to this terrible feat.
Avay, (16) and mock the time with the fsirest
show:
False facé must hide what the false heart
doth know.

(ZXEUIIT.) (17)



ACT II, Scere 1 - Ares IV
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ACT II
Scene 1. Court of lacheth's castle. (&)

(TUTEP BANQUC, AUD FLEANCE (1) B¥ARTVE &4 TCRC! ZEFCRT EIli.)

Bancuo: How goes the night, boy?3
Fleance: The moon ie down; I have not heard the clock.
Bancuo: Ané she goes cown at twelve.
Fleance: I take 't, 'tic lster, sir. (2)
3ancuo: Holéd, take my sworé. (3) There's husbandry in
heaven;
Thelr candles are ell out. Teke thee that
too.

A heavy summons lies 1like lead upon me,
Ancéd yet I would not sleep.

(ZFTIR MACBTTH AND SZYTON) (L)

five to me my eword. (5)
"ho's there?

¥Yacbeth: A friend. (#4)
Bencuo: What, eir, not yet at rest? (?) The king's
abed. ’

He heth been in urnsuasl pleasure, and

Sent forth great honors:to your offices. (%)
Thig diamond he sends your wife withal,

In the name of t“e most %ind hoetess.®

cacheth: Unprepered,
Cur will became the servent to defect;
Wnich elee should free have wrought.

Banrcuo: All's well.
I ¢reamt laet night of the three welrd silsters:
To you they have shovecd some truth.

sacheth: . I thirk not of thex;
Yet, when we can spend“an hour together,
Ye could spencé it in some words uwon that
tueiness,
If ycou would ¢rant the time.

Zanguo: At your kird'st leisure.



ACT II, Scene 1 - Area IV

susinress Cues
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ACT II:

iracteth:

Bancuo:

Meckteth:

Scene 1

L3

If you shall cleave to my consent, when 'tis,
Shall make honor for jyou. Geod repose the
while. (9)

Thanks, seir; the like to you. (10)
(EXEINT BANQUC AMD FLEANCE.)(11)

Go bid they mistress, (12) when my érink is
reacy,
She strike unon the bell, Get thee to bed. (13)

(ZXIT <zRVANT.)(14)(15)(b)(16)

Is thls a dagger which I see tefore me,

The handle towaré my hand? (17) Come, let me
clutch thee

I have thee not, and yet I see thee still.

Art thou not, fatel vision, sensible

To feeling as to sight? or ert thou tut

A dagrar of the mind, a false creation,

Proceecding from the heat-ovressed brein?

I see thee yet, in form as palpable

Ae this which now I cérav.

Thou marshal'st me the way that I was going;(1%)

And such an instrument I wams to use.

¥ine eyes are msde the fools o! the other
genses,

Or elce worth all the rest. I see thee still,

And on thy blace and dudreon gouts of Llood,

Which was not o before. (12) There ie no
such thing.

I% 1s the bloody business which informs

This to mine eyes.f(20) Thou sure and firmset
earth,

Hear not my steps, which wey they walix, for
fear

Thy very stones prate of my wheresbouts,

Anc take the precent horror from the time,

Which now suits with 1t. Whiles I threat, he
(21) lives,

Words to the heat of cdeeds too cold breath
gives. (c)(22)

(A BEZLL RI!NGS.)
(23) I ¢o, and 1t is done; the tell invites me.
(24) Hear 1t not, Duncan; for it is a knell
That sumnons thee to heaven or to hell. (25)

(MACRE™H ENITS.)
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ACT II: Scene 2 Li
Scene 2.(1) The sate. (a)
(TI'"ER LADY MACBETH. )(2)

'y Mackteth: That which hath macde them érunk hath macde me
bold;

Yhat hath gvenched them hath given me fire.(3)
Eark! Peacel(l)

It w-s the owl that ehrei¥ed, the fatel bellmen,

Which gives *he s*tern'st cood nicht. He 1s
about it

The coores are oper; and the surfeited gzrooms

Do mock thelr charse with snores. I have
druged their poscets.

That feath and nature ¢o contend about them,

"nether they live or dcle.

Facteth: (WITEIY.)
Who's there? what, ho!l

Lady Macbheth: Alezck, I am efraié they have awaked, (5)
And 'tis not cone. The attemot and not the
ceed
Confounés us. Hark! I laid their da= ers
reacdy;
He could not micsg 'em. Had he not resemtled

~

).y father as ke slept, I had done 't.
(ENTER ACBZTH.)(€)

¥y husbend!l

Mactetn: I have cdone the cdeed. Dicst thou not hesr a
noise?
Lacy Macbeth: I hearé the owl gcreasm ané the crickets cry.

Dié not you speek?

llacbteth: When?
Lacy lacbveth: Mow.
lacbeth: As T decscendec?

Lacy lacbeth: Ay.

}acbeth: Hark!
Who lies 1' the second chamter? (7)

Lacy Macbeth: Donalbein.
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ACT IT:

Macveth:

Lady lacteth:

Yacbeth:

Lacy llacteth:

racbeth:

Lacy Macbeth:

¥acheth:

Lacy Macbeth:

Lac¢y lecbeth:

Macbheth:

Scene 2

Ls
This 1s a sorry sizht. (2) (LDOXIMZ AT HIS
HAVDS.)
(9) A foolish thouzht to scy a sorry sight.

There's one did lau~h in 's sleep, and one
cried, "Lurcer!®

That they did weke each other. I stood heard

them;
But they did sesy their prayerce, and acddéressed
them

To sleep again.

There are two loczed torether.

One cried "God bless us!®™ a&and "Amen" the
other,

As they had seen me with these hancman's
hands.

Listeninz their feer, I could not sey "Amen,"
“Tfhen they <id say "God bless us!i®

Cornsider it not eo deeply.

(10) But wherefore could not I pronounce
"Amen?"

I had 1most need of bleceing, and

Stuck in my throat.

"Amen"

(11) This ceed must not be thought
After these weys; so, 1t will meke us mad.

Methought I heard a voice cry "Sleep no more!
Mecbeth doee murder csleep," The inrnocent eleep
Sleen that kni*ts un the raveled sleeve of care,
The death of each cay's life-Z

"haet do you mean?

St11ll it cried "Sleep no morel" to all the
houce;

"3lamie hath murdered eleep, and therefore
Cawcor

Shall sleep no more; Macbeth shall sleep no
more."(12)

Who was 1t that thus cried? 'hy, worthy thane,
You do unbend your notle strength, to think

So brainsickly of thilngs. Go get come water,
And wash this filthy witnees from your henc.(1l2)
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Zusiness Cues
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ACT II: Scene

Lecy lacteth:

Macteth:

Lacy iacbeth:

(LADY

Macbeth:

2

LE

Yhy did you tring these dagrcers from the place?
They must lle there; go carry them; ané smear
The sleepy grooms with blood.

I'll go no more.
I am efreid to think what I have done;
Look on 't a-ain I dare not.

Infirm of purrose.
Give me the daggers. (1lL) The sleepin: and the
cead
Are but as rilctures; 'tis the eye of chilchood
That fears e valrted devil. (15) If he do
bleed,
I'11 glld the faces of the grooms withal;
For it must seem their gzuilt. (16)

FMACRETH EVITS. (b) KrNeCvIre “WITHIN.)

(17) “hence 1s that knocking?
How 1t 't with me, when every ncice appals
me? (12)
“het hande are here? (12) Fa! they pluck out
mine eves
111 all great Nesntune's ocean warh thils tlood
Cleen from my hand?

(PE-ENTER LADY MACBETE.)(20)

Lacy llacheth:

¥y hands are of your color; btut I shame
To wear a heart so white.

INCCKING WITHIN.)(c)

I hear a knocking
At the south entry. (21) Eetire we to our
chamter;
A 1little water clears us of tals deed.
How easy 1s 1t then. Your constancy
Hath left you uwnattended.

(KNOCKING WITHIN.)(a)

Hark more knocking. (22)
Get on your night gown, lest occaslon call us,
And show us to be watchers. (23) Be not lost
So poorly in your thoughts. (2L)

To know my ceed, 'twere best not know myself.

ENCCKING WITHIN.) (e)(25)



ACT II, Scene 2 - Area IV

Susirecs Cues

2. Steggcers off B-C.

There 1s no timre lavce between the nleyvins of these
scenec. actlon 1s continuous.

ACT II, Scene 2 - Area IV

1. Action cortinuous. !i0 pause. a. rroc«inz off estage
L.
2. From A-B. lMumbtles to eelf as
X from R to L. Y. Ynoci-inz of f stoge

3. 8toece D S R ir Area II.
c. Dim 211 lishte Lut
L, Fartomi~eg eccortins fermer Area II.
to D S C.
d. Kroecring off
5. Beckx to -ste L. L.

n
-+
™
[a1e]
@®

€. "elcomes ecnivicator, escorts
to D ¢ C.

. ¥nocking off stege

9
o

reck to gete L. . Ennccirg off gstoge

=

(99

Telcones teilor, escorts to

*
DS C. &. 'nocxins off cstage
L.
S. Becx to cate L.

ire uo all ligchts

h, 3r
for Area IV.

10. Eriver

m

11l. Goes off etese L at z-F.

12, Enter accéuff anca Lenox from
Z-F followecC bty Porter.

tu

13. Zowiny, hcoldi-z out R herd.

<.



Scene 2 L7

Wake Duncan with thy krockirz! I would thou
Coulcset

(“:: ‘I.L J.-)(Z:/:)

Scerre 3. The seme. (1)
(2)

Here's a ¥nocking inceed! If a men were a
vorter o hell-gate, he shoulcd tecome old
turning the key.

i2]
jos]

(XYOCKIY™ WITEIN. ENTER A DPCRTE

(EMNOCKING WITHIN.)(b)(e)

Krock, knock, knock! Who's there, i1' the name
of Bellzebub? (3) Here's a farmer, that
hanged hizeself cn the exrectation of plenty.
(4) Come in time; heve navkins enounsh2about;
vou; here you'll sweat for 't

(KF¥CCKING WITHIN.)(4)(5)

Frock, knock. %Who's there in the other devils
name? Falth, here's an ecuivicator, thst
could gwear in both scales against elther
scale. (6)?% 0 come in, eguivicator.

F2I0CKIVG WITHIN.)(e)(7)
Knock, knock, knock! Who's there? Felith,
here's an English tsilor come higher, for

rtealing out of a French hose. (&) Come in,
tallor; here you mey roast your goose.

(KiTOCKI'G WITHIN.)(£)(9)
Krock, ¥nock; rever at guiet. 'hat are you?
(10) 3ut this rlace is tono cold for Eell.
I'11l aevﬁl -porter it no further; I had thoug
to have let in sowme 211 professions thet go
the rrimrose way to the everlasting bonfi
(K7OCKIYG vITHIN, ) (2)(h)
Aron, anon, I »nray you. (1l1)

(GCES OFF A'D CPENS GATE. (12) FOLLOWS I AFTER
“ACDUFF AYD LEUVNOY.)

Bererber the vorter. (13)



AlT IT, Scere 3 - Aree IV

Lo

neinecss Cues

?0. ¥ to Lacteth.

21, =urcte in fror G-H to D L
level,



ACT TII:

racduff:

Porter:

Macdufl:
Porter:

acduff:

Lennox:

llachbeth:

ty

lacduff:

~acbeth:
T

lacdauf

Macbeth:

Facduff:

Lenrox:
Mlacbeth:

Lenrox:

Macbeth:

Lennox:

cene 3

Whet 1%t eo0 late friend,
That you lie so late?

Falith,sir, ve were carouvsing till the break of
i1g a rreat provoker. 4

day; and d¢rink, sir,

I belleve c¢rink cave thee the lie last nignht.

That it cid, sir.2
Is thy master stirring?

(ZUTER MACZEETH.L)(1k)

Cur =nocxing has ewaked him; here he comes.

Good morrow, noble eir. (15)
Good morrow, both,
Is the king stirring, worthy %hane? (17)
Mot yet.

He ¢id comnand me to call timely on him.
I have elxost slinped the hour.

I'll bring you to him.

I “row this 1s a Joyful trouble to you;

But yet 'tis one. (18) I'1ll meke so bold to?

call,
For 'tis my lirited service.

TIT MACDUFF.)(17?)

(20) Goes the king hence todey?

He Goes - he did soroirt

The night has been unruly; where we lay,
Our chimneys were tlown cown./

'Twas a rough night.

¥y young remexnbrance cannot parallel
A fellow to 1it.

t

(RE-ENTZR IACDUFF.)(21)

ere you went to ted,

(16)



N aladl
A IT

v

, Scene 2 - Area IV

Cues

Turn L toward l.eccuff.

7D to D S E,.

Advence to meet laccuff.
coints L to G-H.

Exit G-H hurriecly. N
Shouting off estare R 2t A-B.
"ror 3-C to D & F level.

He trune L ton her.

e tuvrre L to Zanguo.

From G=H to D & L level.

i. Al2rum btell ringe.



ACT II: Scene 3 g

Macéduff: 0 horror, horror, horror. Tongue nor heart
Carnct conceive ror name thee!l

lacketh & Lennox: (22) What's the matter?

¥acduff: (23) Confusion now hath moée his masterpiece.
l.oet sacrilegcicus murcder hath broke ope

The Lorc's anointed temple, and stole thence
The 1life o' the bniléirg.

nacbeth: (2L) Yhet is 't you eary? The 1ife?

Lenrox: Yean you his majesty?

Lecduff: Anoroach the chamber, (25) and destroy your
sisht

ith a new Gorgon. Do not bid me speak;
See and then spealk yourselves.

(ZYEUTT MACBETH AND LENT0IL)(256)

(27) Awvanke, awake!l
Ping the alarum-tell. lurder and treason!(

(BELL RINCS.)(1)
(SrTER LADY FACRBETH.)(28)
Lady Macbeth: What's the bueiness,
Thot such a hidecus bell?2runc calls to parley
The sleereres of the hcocuse? Snerl, sveak! (2¢
Macduf?f: 'Tis not for you to hear vuvt I can rpeak

;he repetition, in a woman's ear,.
Would murder as it fell.

EUTER BANQUC.)(30)

(?l) 0 Bapowo, Bancuo,
Cur royal master's murderec!

Lacy lacteth: In our house?3

BEancuo: Too cruel anywhere. Deer Duff, I pray thee
Contracict thy self end say 1t is ncot so.

YPIR LACBETIH AND LENNOX.)(32)

-—
B

t1

'd



Zugirecs Cues

rrom A=-> to C stoge
DR to ther.
l.oveg L to them.

Starts to faint.

ny

Lenrox,

Tacéuff, Lacbeth, Zorono,
D S R level.

Poes to Lacy leacveth



ACT II: Scene 3

Yacbeth:

(rwmv

2 SR

Donaltein:

llactbeth:

lalcom:

Lenrox:

liacbeth:

Macduff:

lackteth:

L

g

cdy Yecbeth:

uff:

jal]

14
-a.c

)

50

tad I wut en hour tefore this chance,
had lived 2 blesced time; for, from this

instant, ,

There's rothing eerious in mortality.

IIALCCL AND DOLAL3ATIN.)(33)
What is anisg?

(3L) You 2re, end do not xrow 't!

The soring, the hecnd, the fountein of your
blood

Is stovped; the very enurce of 1t 1s stopred.

(35) Your roval father's murdered.
0, by wvhom?

Those of hils chamber, as it seemed, hed done 't.

Thelr hands and faces were ell bacged with
blood;

So were thelr daggers, vhich unwiced we found

UIpon their pillows.

They stared, end were distrocted; no men's 1life

Wag to be tructed with them.

0, yet I do repent me of fury,
Thet I daid kill them.

"Therefore ¢éid you so?

"Wno cen te wise, amozed, temperate and furious,
Loyal and neutral, in a moment? No man.

The exnecition of my violent love

Cutrun the pancer, reecson. Here lay Duncaen,
1s silver skin laced with hls golcden blood,
Ané his {ashed st-bs looked likxe a breach 1

nature
For ruins westeful entrance; there, the mur-
cerers,

Steeped in the colors of thelr trade, thelr
cegsers

I'nmanrerly breeched with gore. "Who could refrain

That had a heart to love, and in tha%t heart

Couraze to malke 's love lknown?

(34) Help me hence, hol(27)

Leox to the lady.



ATT II, Scerne 2 - Aven IV

Buriness Cues

(V)
(B 9]

. YL oe they telk.
22, Tern K, watch others.

LG, Lennox, Fors aesist Lecy lscheth
O‘.’t B-C .

L1, Bercno, leconff, and lacketh

L2. lLecketh, bencno, Mecwuff exit L-C. j. Wern curtain
L3, Exit E-F. kX. Pnll Curtain.

urinz intermiseion, throres, talbles, benches were
olzcec for the bancuet ecene.



¥elcom:  (ASIDE TO DOVALDAIN.)(28)

¥y cdo we holé our tongues,
Thet most may cleim this srcument for oure?

Doralbain: (ASITE TQ LALCOCX.)

Wnet. should be snoken he
Hi& in en surer hole, ma
Let's away;

Cur tears are not vet brewed,

vhere our fate,

re,
vy rush, and selze us?

[

DrUALBATN.)
_ 'or our strong corrow
Uvon the foot of motion. (3

Yalcom: (ASIDE TC

\O
N’

Bancuo: (LADY MACBE™Y IT CAPRIZD C'T.)(LO)(L1)
Arnc vhen we have our neked freilities hig,
Thet suffer in exoosure, let us meet, .
And queution this most bloocy niece of work.’

l.acteth: Let's briefly put on manly resocdirese,
Anc. meet in the hall together.

All: “Tell contentec.
(=T ALL BUT HALCOM AD DCLALBAIN.)(L2)
111 you do? Let's not consort with them;

+ ard unfelt ecorrow 1s en office
the felee man does easy. I'll to England

I'alcom:

a“<

Whet w
0 shov
':"LiC:‘

=y

Donelooin: To Ireland, I; our sepnareted fortune
Snall kecp us both the esafer. Where we ere,
There'« dece 'ers in men's emiles; the near in
Ylood,
The nearer bloody. (J)

Yalcom: This murderous sheft that's shot
“Hath not ret lishted, snd ~ur eafecst way
Is to evoid the aim. Therefore, to horse
And let us not be deinty of leeve—tqgiﬂt,
2t shift away. There's warrent in thet theft
Wrich ste=ls 1tself, when there's no mercy left.

(2
TYET MALCCM AMD DCNALBAIN.)(L3)(k)



ACT III, Scene 1

"Here's our chief guest.!

52






ACT ITI, Scene 1 - Aree IV

l. Zorcuo on level to L of thrones a., Curtain orens.

when scene openg.

AN

. Gestures P hané to throrne.
c. Cleriret, trumvet

Z. Turrs L, foaces auClerce. ecund senret until
1l ere in.
L, Eanc to chest.

5. Looxs off 2-C.

€. b.ectetn lesds in Lscy l.ecbeth
frow z-C to thronee. Lenrox, Ross,
Aangus, let, 2rc¢, erd 3rd lecdles
patner on tro levels D R from t rones.

7. racbeth site R Lady Leacbeth L
thrones.

c. CGegtures to Zancnuo. .
2. Zovs.

10. Ferncuo turne L, sterts out F-G.

11. Zesncuo turne beck.



=#ncuos

ACT IIT
Scene 1. (a2) The nalace at Forres. (1)(b)
(TNTOR EANZUO.)

(2) Thou hast 1t now: Y
all

As the welrd women vromisecd, and, I fear,

Thou pley'cest most foully for 't; (3) vet it
vas geld

It chould rot stencd ir thy wvosterity,

But thet myveelf (!) ehould he the root end
father

0f many kince, If fthere come truth from then-

As noonr thee, VMacheth, thelr epeeches shine-

Why, by the veritiee on thee made good,

Fey they not be my oracles es well,

And set me un in hope? (5) 3ut hush! ro more.(c)

‘rg, Cawdor, Glamis

RENYET SAUNDED (6) ENMTER FACTTTH, AS KIVE, LAIY
VACRTTH, AS QUERN, LTYV0, FO3S, LORDT AND LADITS.)(7)
¥acteth: Here'e our chief cuest. (2)
Lacy Macbeth: If he hacd Yeen forcotten,

Yecbeth:

)
)

ncuos

llecteth:
3ancuo;
Nacketh:

Rancuo:

scbeth:

Zancwo:

It hac been as a ¢29 in our sreet ferst,
Anc all-thirz untecoming.

Tonicht we hold a solemn supper, eir,
Ané I'll recvert your urecence.

Let your hirhnees
Commnané uzon me; (39) to the which my cutles
Are 2 woet inclssoluble tie
For ever ¥nit.
Pice vou thie &fternoon?

Ay, my good loré.B

Is 't far you rice?

Feill rot our ferset,

¥ loré, I will rot. (10)



ACT III, Scere 1 - Ares

!
n
‘l_h
73
D
"
n

Iv.

Cues

12. Z2rowo bove, exits P-G.
13. To lorcs and ladiee.

I

Ly Lecy lachbeth leaves firet
escorted by Ross. cxeunt S5-C.

15. Seyton comes in F-G.

14. .otlons Seyton to come closer to
thrones.

17. Exit -G,

17. lacte¢th rises on first line.



ACT III: Scere 1 S5k

Yacoeth: e hear, our btlooc:y cousins (1l1l) sre testowed
In Ens 1ﬁna anc in Irelarcd, not confeseing
Their cruel parricice, £illirg the *r neerere
“1tnh strence invention. But of thet tomorrow,
Wnen therewithal we shall have caure of stnte
Cravinz us Jointly. Hie rou to hcree; acdieu,
Till vou retuvrn et night. Goes Fleance with

you?
Zanguo: Ay, 1y good lord. Cut time coee cell unon 's.
lacbeth: I wich your horses svwift and sure of foot;

And 82 I comrenc you to their becks.
Farevwell. (12)

TAIT BANQUC.)

(13) Let every man te macter of the time

Till ceven at night. To m=aite soclety

The rweeter welcore, we will kee» ourcelfl

Till en zertime alone; while then, Gocd be
with you. (1L)

(ZVEUET ALL BUT LAC3ETH.)(15)

Sirrah, a worc with you:(1l8) attend those men
Our pleasure?

Seyton: They are, my lorc, without the pelace gate.
macteth: Bring them before use.
(=XIT gTYTeN.)(17)

(12) To be thus 1s nothing;
But to ke safely thus. - Cur fears in Eancuo
Stick ceep; &ancé in hies reyalty of neture
Reirne that which would be feesred. 'Tis much
he cares
Ard, to that dauntless terrer of his ming,
He heth a wiedonr that coth gwvwide his valor
To act in sefety. There is rone but he
"Thoge beine I do fear; and, under him,
¥y Genius 1s rebuked; as, 1t 1s said,
Mark Antony's was by Cseser. He chicde the
sistere
When first they pnvt the name of ¥ing unon me,
Ard bacde them epesk to him; then, rrophetlike
They halled himn father to & line of kings.
Unon my head they placed a fruitless crown,



ACT III, Scene 1 - Ares IV

Zvueiness Cues

19, Torre shruntly to L.

20. Frem F=-G.

22. Yecteth D L to murderers,
2L, Turn R, to helv rhovw &isguet,

25. 2%epa vn to l'acbeth F.



ACT III: Scene 1 55

]

cteth: Ard put a2 barren scenter in my :rive,
Thence to te wrenched with an unlinesl hang,
o eon of mine succeeéing. If 't be =0,
For Bencuo'e issue have I filed my ming;
For *her the g¢rocious Duncan have I murcered;
Put roncore in the vessel of Ty pveace
OCnly for them; and mine eternal jewel
Given to the common enemy of man,
To make them ¥Yings, the sersd of Barcuo kings,
Rather than so, core fate into the list,
Ancé chamoion me to the utterance. (1°2) Who's
there?

(FE-ENTER CEVTON, WITH TV0 !URDERZRS.)(20)

fTow 0 to the door, (27) and stay there till
we cell.

EXIT SEYTCN.)(23)(2L)
Yes 1t not yesterday we spoxe toiether?
First Xurcerer: It was, so plesce your highness.
Macteth: Well then, now

“ave you consldsred of my speeches? IKnow
Thet 1t was he in the times past which held

you
So uncder fortune, which you had thought had
Deen

Cur innocent self?l

Firct Murderer: You mace 1t xnovm to us.
Facbeth: I did eo, anrnd went further, which 1s now

Qur point of eecond meeting. Do vou find
Your patierce so vreédominate in your nature
That you can let this ¢0?2

Firt ['urcerer: e are men, my liece.
l'acteth: Ay, (25) in the catelosue ye go for men;™

Yow, 1f vou have a station in the file,

Not 1' the worst rank of manhood, say 't;
Ard I will vut thet bueiress in your boscms,
""noge ezecution talkee your enemy off,
Grapples you tc the heart ancd love of us,
Who wear our health but sickly in his 1life,
“Which in his cdeath vere perfecte.



ACT III, Scene 1 - Area IV

“usirecs Cues

246. Crowés other murdaerer ont
ané bvsck,
27, Pushea forward between two.

N
)

. Xotionone them out L ot F-G,
22, Towe awrwercly.

2G. Cnt F=-C.



ACT III: Scene 1 56

Second iurderer: (26) I em one, my liege,
“Thom the vile ¢ lovs oné Luffets of trhe world
ileve g0 incenced thet T =21 recklecs whet
I do to spite the worlé.

Firct Furderer: (27) Aré I ennther
So weary with disesters, tugred with fortiene,

Tnat I would set 1y life on ary chence,
T> mend it, or be rié on 't.

Macteth: Beth of you
Know Sancniio wag y2ur enemye.

Soth lurcerere: True my lord.

Yackteth: o 1s he mire; end in such bloody disteance,

het every minute of hlg telng thruets

A~ainet my neecr'st of 1life; end though I could

With barefacel vower sweep him from ny sight

And bla my will avouch it, yet I must not,

For certsin frienéds thet are both his ancd mine,

Yroce love I may not crop, but wall his fall

"ho I myeelf struci cown; end thence 1t is,

That I to your asceletence do maxe love,

Moskirg the buginess from the common eye

For eundry welghty reasons.

+3 N

Second Murcerer: e shall, my lord,
Perfcrm what you comrnand us.

Fir<t lurcerer: Though ovur lives-
3

Macoeth: Your svirite shine through you. WWithin this
hour at most

I will adviece you where to plarnt youreelves;
Accuaint vou with the perfect spy o' the time,
The mo~ent on 't; for 't muet be done tonight,
Some Clistanrce from the palace; anéd with him-
To leave no rubs nor bvotches in the work-
Fleance his son,/ must embrace the same fate
0f thet dark hrour. (28) Resolve yourcelves ansrt;
T'11 come to you ancn.

3oth kurderers: e are reecolved, my lord. (22)
l'ecteth: I'1l call uwnon you atraicht; sbide within.

IUTUNT LIRDTESRS, ) (30)



ACT ITII, Scene 1 - Area IV

susinecss Cues

J1. Looking off L.

32. Turn K to A-2. ¥ to A-B
cn line.

33, Exit et A-B.

4

Action viee cortinuous from scere to scene.

ACT III, Scere 2 - Area IV

1. Znter from B-C up to throne.
As she reachee it

2. Zeyton enters at A-35. I to L
tefore she seeg him.

5. Turrs R.

L, Zowg.

5. X and out at 3-C.
£. Enter at E-C.

7. D to Xaecketh and leade him
up to tnrore.

Z. She ceats lacteth.
3. Ledy Locbeth 1s seated.

10. Suries fece Ir hencs.
11. Fzce ve.
17, Shonlders elump.

15. L hard on shoulder.



ACT III: Scene 1 57
l'acteth: (21) It is concluded, Rancuo, thy eoul's

flight, (32)
If 1t find herven, Tugt find it out tonight.

Scene 2. The palace

(ENMTZP LADY ACBETH (1) A'D stvmer.)(2)

Lecy Macbeth: Is Eancuo gore fror court?
Serton: (2) Ay, macam, tut returns ego2in tonighnt.
Lacy lacbeth: fay to the kirg, I would attend his lelesure

For a few words.

Sevton: (L) recem, I will.

Lady lacteth: lleusht'e had, all'e spent,
Where our desire is got without content.
'Tis g=fer to be thst which we cestroy
Than by destruction dwell in cGoubtful Jeoy.

(TNTER HACTETIL.) (€)

(7) How, now, my lord? why do you keen alcne,

Cf sorriest fonclee you commanions making,

Teing those thcouzhte which should irdeed have
cled

"ith them they think on? (8) Things withnut
all remedy

Should be without regaré; (9) what's éone is
cone.

¥acbeth: e heve scotched the sna¥e, rot killed it;2

Let the freme of things disjoint, both the
worlds suffer,

Ere we will est cur meat in fear, ancé sleep

In the affliction of these terrible dreems

That ehaZe us rightly. (10) Better be with the
dead, (11)

“Thom we, to gein our peace, have sent to recce,

Than on the torture of the mind to lle

In reetlees ecstesy. Duncen lg in hils greve;

After life's fitful fever he sleens well. (12)!/

Lecy lacbeth: Gentle, (13) my lorc, cleex o'er your rugred loc¥krs;
Be brizht and Jjovial amnong your gueste tonight,



ACT ITI, Scere 2 - Area IV

Buciress Cues

1L, Ta¥es her L heanc ond holcde it.

1é4. Hands mp.

7. Hance cdovn.,.

12. L=dy lacbeth s*ends.

12. Tekes her hand ené lesds
h

her out =-C.

ACT III, Scene 4 --Area IV

Mo lanee of time since wrevioue rcene. Servents bring
in ¢ishes, pitchers, goblets. Seyton escts as welor domo.

Two servants place small table btefosre thronen stend on either
sice.

1. lzcbeth leads her to a. Senret counced by

thrones, seats her. clerinet encd trumnet
until evervone is in

2. D C € motions for *them to slace.

e ceated.



4CT III: Zcene 2

'acteths

Lecy l.acbeth:

Facbeth:

Lac¢y lkecbeth:

racheth:

Lacdy lacteth:

l.acbeth:

(Eirr“,'{?

Scen

MNacbeth:

A11:

acteth:

58

S0 ehell I, love; (1L) ené so, I cray, be you.
Let our rem rhrﬂnce eocly to 5oncuo;

Precent him emirence, both with eye and tongue.2
Let'se mexe our foces vizarde to our hearts,
Dissnising whet they are.

You must lesve this.

G, full of scorgicns is my mind, deer wife.
Thou znowest thet Bencuo, and his Fleance, lives.

Z2ut 1n them nature's copy's not eternal.z

There's confort yet; they are esseilable;
Tnen be thou nﬁO“"'tshall be done tocayl
A ceeé of c¢reacdful rote.

What'e to Ye dcne?

Fe inrccent of the knowvledse, cesrest chuck, (15)

T11l thov epnlavd the édeec. (1é) Come, ceelinc
nicht, (17)

“carf up the tencer eyve of pitiful cay;

And with thy bloedy and invisihble hand

Cancel and tear to vileces thrt creat tond

"hich keevs me pale(1l8) tut, thee, hold thee!
eti1ll;

Things bad becun meke etrongs themselves by 111.

So, c¢o with me. (12)2

T VACBTTH AND LADY MACBEZTH.)

e 3, the murder of Eencuo, 1is omitted.©°

Ly, The Palace.
WURT PEREFARTD. (a) FNTER MACHSETH, LADY MACEDTH,
0SS, LzZMICII, LCEDS AND ATTXIDA TS,

You krow your own cegrees, sit aown. (2) At
firet
And leaest the he:rty welcome.

Thanks to your mejesty. (3)

Cureelf will minsle with soclety,

Ancéd pley the hurble host.

Cur hostess keeps her clece,-but in best time
We will recuire her welcome.



ACT III, Scene 4

"Thou canst not say I &id 1it; never sheke
Thy gory locks at me."

59
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Cues

|
!
1

v

d
o

. From

\ D)

r—

. Sees murdierer.

5. X R to murcerer.

5. Zaroueters 2entomlxe conversation
winille followir. convereatlion

tranezires.

7. Tarn L.

. Zec< R to murderer.

. nxit A-B.



ACT III: Scene 4 €0

Lady lecteth: Pronounce it for me, sir, to ell our friends;
ror my heert sces:s *they ere velccme.

(CNTER FIBST [ UPDERTR.)(32)

racbeth: See, they encounter thee with thelr heecrts!
than¥s.
Both esides are even; (L)
Ze lerce in mirth; enon we'll ¢rinrk a mearcure

The tatle round. (5)
(APPRCACHEES RICGHT TO 1 1=DTFR,)(6)

There'e blood uvon thy feoce.

¥urderer: 'Tie BRancuo's then.
l.acbeth: 'Tie better thee without then he within.
Ic he cisvatched?
Iarcderer: ¥y lorc, his throat 1s cut; thet I ¢iéd for him.
¥screth: Thou art the best o' the cutthroats; yet he's

cood

That Gié the like for Fleance. -

L

o)

Murderer: Moet royal sir,
Fleance 1s 'scaped.
acbeth: Then comes my fit again. (7) I had else been
rerfect,!
But now I em cebined, crivbed, confined,
bcuna in
To saucy Goubts and feers. (8) But Bancuo's
eefe?
Juarderer: Ay, 1y good lord; safe in a ditch he bides,

With twenty trenchec¢ garhes on his head,
The leest a2 Ceath to nature.

racbeth: Thanks for that;
There the grovn cerpert lies; the worm thet's
fled
Yo teeth for the oresent. Cet thee gone;
tomorrow

We'll heer ourselves a;ain.

(EXIT VURDEFTR,)(9)



ACT TITIT,

Scere L - Area

Iv

vsinecs Cues
10. Cells to nim, he turrns L. b. Ghost lishts unm.

11.

12.

21.

Rancueteers talk amongst themcelves,

to svool D L.

IL-F to D L estool.

Poege inclicates vhere host sits.

Stevs teck.

As¥Xe 211 of themn.

D C to iacbeth.



ACT III: Scene L €1

Loéy Lacheth: ¥y royvel lord, (1)
You ¢o not give the cheer. The feact 1is e0ld
Th=t 1s not often vouched, while 'tis z-mcking,
'Tis ¢iven with welcome. To feed were bect
=t home;
From *hernce the cauce to meat is ceremony;
lleetirs were bare without it.

llacteth: (11) Sweet remembrancer!
Yow, good clzestion welt on apetite,
Anc. health on both.
Lernox: ray 1t nlesse your hirhness eit.(12)
(b)(7HT GHOST CF FAXNGTC BNTEZPS (12) AUD SITS Il
PACZYTE'S FLACE)
llacTteth: ere hed ve now our courtry's honor roofed,
“ere the racec percon of ouvur bBancuo cresent;
Foss: Eils evusence, sir, lays Llame upgon hie sroxise.
Plezse 't your hichnese to (rece usg with our
compary. (1&)/
(LACZETH SEEZ THE GHCST SITTIVG I HIS CEAIR.)(15)
Lenrox: y £ood lord, vhat is 1t thet moves ycur
higrness?
iecheth: Which of you hes c¢one this? (1¢)
lords: "hat, my gool lorc?

llacteth: (17) Th-u canst not eay I é1d 1it: never shske
Thy gory locks ot me. (1£8)

Roes: Certlenen, rise; (12) his highress is nst well,
Lecy lLacheth: cit, worthy friends; my lord is often thue, (20)
And hath beer from his vounth., Prey rou, keep
seat;

The fit is momentary; uvpon e thnught

He will 2¢7in be well., If Tuch you nrote him,

You ehell offerd aré erterd his vmesssion,

Feed endéd regard h'm not. (21) Are you a men?
lacbeth: Ay, and a bolé ore, thest dare look on that

""mich micht aodpal the cevil.

(SN S
v



~C1T IITI, Scene L - Area IV
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T2 Tencueterrs.
Picks up zoblet, F tzble
Ar;ug rouvrs wire.

Lifte glecs for %toast

4

All lordc 2icr v glacses

toact.

Trom B=F rhile ¢runk

D L stool.

1

~ocbeth serns ghost ac eyes core

Gowr frourn toarst sets glases on L
Toule.

iec etand.

GIlD

at
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lizhte un,



ACT TIII: Scene L €2

Lecy lYecbteth: C procer ctuff!
Tkis 1e the very painting of yvour fear;
This 1s the ailr drawn cdagrer which, you eald
Led ycu to Duncan. Shame 1trelf on thee!Zl
"ny co you maie cuch faces? 'Tmer ell's dore,

You loox mwt on a stool.
racoeth: Frithee, see there! Dbenholc! Lookx! lo! how
sey you? (27) 2
Wy, whe t cere I? If thou cenrnst ned, epeeck tco.

(CGHOSY VANISERS.)(23)(e)

LzCy llacbeth: "net, culte unmenned in folly?

racteth: As I et'nd here, I saw him.

Lady il.actetn: Fie, for chame!

tacbeth: Blood hath been ched ere row, 1' the olden
tine,2

Ay, and since too, Turcders have teen perforrea
Too terrible for the ecr.

Laecy lacbeth: LYy worthy lord,
Your noble friencds o lack you.

lecheth: I ¢o forget. (2L)

Do rot muse 2t me my worthy friende;

I have a etrenre infirmity, vhich is nothirg

To those that unow me. (25) Come, love and
health, to all;

Ther I'1ll sit cown. Give me some vine; (26)
£111 full.

I (rink to the general joy o' the whole tatle,

Ané to our cear frienc 2encuo, whon we niss;

Woulé he vwere here! to £11, enrd himn, ve thirst,

And all to all. (27)

Lorcs: Qur duties, ernd the »lecie. (22)(a)
(Rz-37oF GHCST.)(29)(2¢)(31)
Lacheth: Avaunt! ancd cult my eight! let the ezrth hice

*hee!
Thy bones ere marrowless, they blood is colé;(z2)
Thou has no s,ec“lation in thoce ey
""nich thow Cost glare vith!



Cues

£

T ey 1, 1 =
Locy Monchetn etands.
ACvances on host.

Cut

L

I
=1 e

otione for all to sit.

To men 2t E tasble.

All bow zné lesve hurriecly.

Locy itecvetn helpe ki
to thironees they sit.

Chost lishte out.



ACT III: Scene L 63

Lecy llacbeth: (33) Think of this, go00d peerc,
Sut se a thing of custom; 'tis no other;
Crly it bvoile the oleasure of thne tire.

racoeta: “nat wanr care, I ¢sre.
aoproacnh thou lize the ruv:ed Rueeian vesr,
The armecé rhinoceros, or the lyrcen tizer;
Texe cry chepe Ttut thet, end ny firm nerves
Shr1ll never trexble; or be e¢live e:ein.
Ané dare me to the cdecert with thy sworc. (34)
i'ence, horritle shacow.
(ZHCHT ENITS.)(25)(e)
"y, so; beinz gone,
I am 2 man evain. (Z€) Preay vou sit still.
Lacy liecbeth: Ycu heve cilsnlzced the mirth, broze the ¢ood
meeting,
ith most scétirecd clenrcer.
Facbeth: Car. ench things be,
Arc overccme us like 2 sumrer'e cloud,
"ith-ut our eneciel wonder? (37) You me¥e me
strence
Tven to the édiscosition thet I ove,
"hMer now I think von cen tehold such sifhts,
And keep the netursl rvby of your cheeXs,
hen mine ie blanched with fesr.
Ross: What eights, my lora?
Lacy l.acbeth: I pray you, sneck not; he ¢rows worse end worse.
Question enrcgee him. A4t once, good night. (37)
Stenc not uoon the orcer of your golng,
Zut o0 at once.
Lenrox: Good nipht; end petter health
Attend hie majesty. (39)
Lacy lracbeth: A ¥ind good nignt to olll

(20T ALL BYUT LACZSTH ACD LADY MACBETH.) (LO)

kecbeth: It will have blood; they say, blood will heve
blood./
That 1s the night?

.

Lacy llacbetn: Almoet et olcés with morning. -



Cues

.r

'awvn crrtain.

Full curtain.



ecbeth: Eow sey'et thou

s l.accuf?f cCerles his verson
A% our (reet bicci

Lacy Lacbeth: Did yon senc to him, eir?
llecbeth: I herr 1t by the vey; tut I will renc.

There's not a ore of ther btut ir hie house

I xeep a servent fee'd. I will tomorrow

And betimes I will, to *he welrd sircters.

Fore chall they eneak; for row I em tent to
Tnow

27 the woret meanrs, the worst. I em in blood

Sterned in so far, chomld I vnde no more,

Returnings were as *edinue es fo o'er. (f)

Strange thinze I have in head, thet will to
hand;

“hich must be acted ere they bLe scerned.

Lacy lacheth: Von leclk the eesson of 211 netures, sleep. (L1)
Macbeth: Come, we'll to sleep. Ly strange and self-
ebuse )

Ic the initiate fear that vents herd use; (L2)
e ere yet but young in deed.

(TEUNT LACBETE AND LADY LACBRTH.)(43)(#)

Scene 5. A hesth. (Ozitted)®

Scene 6. Forres. T=e palcce. (Cmitted)é

]

;D 0¥ ACT III.



AC7T IV, Scene 1 - Area IV

Znsirecas
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Sta~e cet 1) for witchece!

tchee in vlace when
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ntomnine, 2Dour in blood.

c. Brirys un lizhte on
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ACT IV

4 ecrvern. (a)
e Leollinz cslcron.

Scere 1.
In the micdle, (%)

“

-~

(c)

(TEIiTED, MUTIR PUR TITRYT MTTOEES, ) (1)
Firet "1tch: Thrice the hrinded cat het meved.

2

Seconé Witch:

-

Third “itch:

Firet "itch

All:

Second Witch:

All:

Seconéd Witch:

Thrice the once the he¢re-hog whnined.

Yerovier cries, " 'Tig time, 'tie tire.®
Ronind ebout the calcron ¢o;

Ir the molsoned ertrails throvw.,

Toad that "mder the cold store (?2)

Daye enrd nighte
Sweltered venom

Boil thoy firest

has thirty-one
rleenirz got,
1' the chermed pot,
le to'l anc trouble; (3)
rd c-1léron butile.

of a fenny ena¥e, (L)
calcren boil and teke;
nevt end toe of a frog,
ool of bat end tongue of dog,
Accer's fork and blind-woram's et
Lizard's lez and howlet's wing,
For & cherm of nowerful trouatle,
Like 2 hell-troth toil and ownbltle.

(5)

ouk
a

)

a2

ire

N

Dcuble, coutle toil ancd trouvle;
Fire turn and caldron bubvle.
Sczle of cregon, tooth of wolf (€)
itches' murvy, nd gulf

0f *he r=vined ealt-rer sherk, ,
Root of hemnlock cired 1' the cery, ™
Firnzer of tirth-strencled bebe
Ditch celivered by a dreb,

maw

le¥e the grvel thick and slekb;

ACd& thereto a tirer's chaucdron,
For the irgrecients caldron.

Douktle, conble (7

Fire rrn, and

to1l ard trouhle;
cnlcron bubtle.

~

toaboon'e blood. (%
is Tirm snd gonod.

)

Cool 1t with =2

Then the charm



ACT IV, Scene 1 - Area IV

Bueclness

Cues

@, Looks off R.

10. Crouch cown

1l. From A-B to lower R level.
12. Pentomime vouring.

135. In unison ané all move to D L
level.

e. Start thunder roll.
f. Pro)Ject armed head.
g. Turn off projector.

h. Stop thunder.



ACT IV: Scene 1 €6

Firet "itch: Sy the wvricwins of my thumbe, (0)
Sometihirns wicked this way cecmes. (10)

(RNTR LVACERTH,)(11)

Macteth: How now, voun cecret, tleck and midnignt hagel
“"het 1e 't yonu do?

All: A ceed vithout e name.

‘acoveth: I conjure you, by thet which you orofecs,

Howe'er rovu come to ¥now it, anewer me;

Thoush you unite the winds ard let trem fight
Azelret the churches; e'en thoucnh the treasure
Gf neture's eeeclin:'s-tumble 211l togsether,
Tven tl1ll destruction sickxen; answer me

To what I eek you.

2

Firet Witch: Sneak.

Second Witch: Cemand.
Thairc Witch: Ve'll enswer.
Firest "itch: Sey, 1f thou'cdst ra ther hear it from our mouvths,

Or fror our mesters'?
¥Yecrteth: Cell them; let me see them.

Firet %itch: Pour in cow's blood, (12) thst hath eesten
Her nine ferrow; greace thot'e sweaten
From the murderer's gibhet throw
Into the flame.

All: (13) Come, high or low; (e)
Thyself and offlce ceftly show.

(THUNDER. FIRST APPARITION. (f) AND AFLED FEEAD.)
lacbeth: Tell me, thou unknown gower-

First Witch: He xnowg they thougrht;
Hear his speech, but cay thou nought.

Firsgt Aposrition: Yacbeth! llacteth! lacbeth! teware lisccuffy
Beware the thane of Fife. Dlemisgs me.
Erouch. (2) (h)

[

(FIR"T APPARITION TNITS.)



ACT IV, Scene 1 - Area IV

Business Cues

1L, Shouts answer. i. Begin thunder roll.
15. Sterts to turn R and leave J. Turn on bloody child
A-B. projJection.

16. Thunder stops Macteth. k. Cut projector.

1. Take out thunder.
m. Begin thunder roll.

n. turn on crowned child
projectlion.

0. Cut orojector.



Firet “itch:

(TuU

Seconcé Arparition:

acbeth:

Qecond
Apparition:

(SE£CCTD ATPPARITIC =UIT

All:

Thirc
Avparition:

!

(THIPD APFARIMION

»
;-
&)
[u]
ot
=

7
£7
z

Whateler thou srt, for thy good caution, thenke:
’ - } »
Thou hest herpoec my feer eright; tut one vord

Tore-

He will not be comroanded: here's another,

Lore po“ent thar *he firct. '

DTE L. (1) gBCeUT AFPARITION: (J) A 3LGODY CHILD.)

vacbeth! limcbeth! lacpeth!

(1&) Hed I three eere, I'lc hear
Be ©vloody, bolé, anc resolute; leun to escorn
The nower of =wrrn, for none of woman Lorn
“hell herm Mecheth. (x)(1)

.)

Then live, Mecduff;

o2

(15) whet reed I fexr of

thee?
Z3ut yet I'1ll meice acsnrence Coulle sure,
Aréd teake a tond of fate. Thou rfhalt not live;
That T -ay tell pale--easrted fear 1t liles.
And eleep in epite of thurder. (m)(1€)

PR

“™et 1g this
That rises like thre iscue of a king,
Aréd wesrs upon his betyv=-trow the round
And too of soverelgnty?

Listen, but ccesk not to 't.

Ee lion-mettlec, orouc; end take no care

“ho chefes, who frete, or vhere conneolrers ere.
techbeth shall never vanguiched be until

Great Eirnem wood to hisii Duneinene nhill

Shell come zreinet nin. (o)

©IITs,)
Thet will never te.

""no cen itoress the forest, bld the tree
nfix his esrth-L-und root? Sweet bodemente!

rise never till the wood



Hneirecs

ACT IV,

Scerne 1 -

Area

Iv

lozﬁ

“Mitchee exit =

P 4 e
off agtoae

D
M
=
2]
1



ACT IV: Scene 1 4“8

Jecbeth: 0f Birnrm'e rice, aré nur high-nlceced Macketh
Shall live the leere of neture, nay his btreath
T> time ancd mortal custom. Yet my heert
Throks to xnow ore thing: (17) tell me, 1f your
ert
Ca n tell rf0 much: ehell Borcuo's iseuve ever
Feilcr in this ¥invdom?

All: Seek to ¥now no more. (18)
lacbeth: I w11l be sgaticefied; cdeny me this. (19) _

(20) 4n eternal cur=se fall on you. Let me Yrow.”
(WITCHKES LZAVE STAGET QUICKLY.)
llacbeth: “mere are they? Gone! Let this pernicious hour
St nd aye accursed in the calencar! (21)

Come in, without there!

(2UTER LI CXL)(22)

Lennox: “het'e your grace's vwill?
i.ecpeth: Saw you the welrd sisters?
Lenrox: Mo, my lorc.
tacbeth: Came they not by you?
Lennox: Yo, my lord.
l.acbeth: Infected be the air whereon they ricde;
Andé dimned 211 thoese thet truet them! I did
hear

The ¢2llonire of e horse: vhoge wes 1t came by?

Lenrnox: 'Tis two or three, mr loré, thet brirg you word
Ilacdéuff 1s fled to Englend.

Yacketh: Fled to England?
Lenrox: Ay, my lord. (23)
“acketh: Tirte, thou enticinatest my creac exnlolts;

The fleetinz vurgose 1s never overtook

Unless the ceed go with it. From this moment

The very firetlince of my heert chall Ge

The firstlirse of my hand. And even now,

To crovn my thouzhts with acts, be 1t thought
end Gone.



2nsgiress
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Area IV

Cues

°l', I to Lennox.

D. Lishtg of £ on Area

IvV.

?25. Zxeunt ot E-F.
c. Svinge ouvt hirged
nieces at E 2nd A
tring in chair for
Ares II.
40T IV, Scene - Aree 1II
1. Lecy iaccuff sestel, son on a. Lirhte up on Area II.

Tloor L, Hoss E.

“ows.



ACT IV: Scene 1

Lacbeth:

(1T

€9

The crstle of lecduff I will eurnriae;

Selze urvon Fife; give the ecdre o' the sword

Hie wife an¢ terbes, and all unforturate souls

Thet trace him in lire. o Toastins like s
fool;

This Ceed I'1ll Co before tnis »urpose cocl.

2ut no more sighte! (~L) "There ere these

rtlemen?
Come, brire 1e where they ere. (25)(2)

MACZETE AND LzI'l'C¥.) (a)

Scene 2. Fife. laccuff's castle. (a)

(£:0¥R LADY NACDUFF, (1) HSF 201, AI'D RO”S.)

LaCy laccuff:

'Y
'y

Lecy lecdu

Foss:

Lacy Yaccuff:

Ross:

"net had he dore, to maske him fly the landa?

You mruest have pstlence, lrdésm.

Ee had none;
His flight waos macness. When our actione do
rot,
Cur fears c¢o make us treiltors.

You ¥now not
Whether 1t vwas his wiedom or his fecr.

isdom to leeve his wife, to leave hils babes,
Fis mareion 2nd in titles in a vleace

Fromn whence himself does fly? EHe loves us not;
Fe wants the naturel touch!?

¥y ceerest coz,
I vray you, echool yourself; but for your
husband,
e is noble, wise, Judicious, anc best krows
The fites O' the season. I c¢ere not spesk much
further;
cvt cruel ere the times, rvhen we are traltors
Anc c¢o not xnrnow ourcelves, wnen vwe hold rumor
¥From what we fear, yet know not what we fear. (2)
»y oretty cousin, I take my le=ve of you; (3)
tlessing upcn youl

Tatherec he 1s, and yet he's fatherless.
I am so much a fool, chould I stay lonser,

It would be my (isgrace and your dis conforu.
I take my leave at once. (4)
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Cues
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¥
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Scene 3 - Area I

l.actore in olzmce when 1i:n

come uv.

*a

S

a. Lirhts up on Area



AT IV: EScene ? 70

(zvIm poes,)
Lecyr lnccnff: cwert erilé, venr fother's dend;
2t will vou éo now?d

(THTRT 4 Y EaeTiinEe ) (5)
I ce~enver: Blecg vou, foir one. (4) I £m rot to vou znown.
I ¢nuit enme donzer ¢nes 207roach you resrtyv.
T# vor will take 2 common men'e rdévice,”
Be nn%t Tound rhere; hence with rovr 1lit*le ones.
To fricht yon thne, Tettinka, T em %ton ervere; .
. I ¢oare nnt cice no

Reaven nreacrve y

longer.
(27T T 1 EeeTiaeT, ) (7)

Lacy lacduff: (7) "ither chonld I f1v?
I h=sve done no herm.’/

(ZITF L UFLEFa=S.)(2)
Firet Murcerer: "here ie vour hushkanc?

Locy lacouff: I hose, in no olezce so unesanctified
There guch a¢ triow zeyst find him.

Firet murcerer: He's 2 traitor.
Firet lurderer: Whst, yonu cnilat @ (2TAB=ING EIL.)

Sen: Fe 1e¢ kx11lliny me, = er,
Run away, I prey voul (13)

(':"/I-T LADY YACLURD  ODRYTIT M_UETTE M IONEMASONE RS
EIV Rl G189 CAOBEIRE A YL MRS
LURDWE YRS WOLLOUTYG AVTEE UIR, ) ()

Scere 3. %nslené. (a) Before the ¥ing'e nolace.

(TVTIR OVALCODT ATD LACDIEY,)(1)

o]
'3
™
-f
D
=
D

“alcom: Let ua ceel gone cGecolate chacde,
eeD nur a=a Loeons emdily.



ACT IV, Scene 2

"He is killing me, mother,
Run away, I pray you!®

71






A0T IV, Scere

Cues
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% to Rosose.
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Mree in triensmiler shavne
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_oleeom, Ieccuff, PRoee,



ACT IV:

5
Yy
[l
b
4

“alcom:

l.elcom:

[

)
o
o
o
'y
By

Malcom:

celcon

Ross:

Ccere 3

Let us rothker
Unld fret the mortol eword, andg lilte ¢
Seetrice ovr down £ell 'n countrv.® Tach rew

TCcTN
Tew widews howl, new orphans cry, new carrowvas
Strite recver on the f:ce, thrt 1% reanunds

¢ a
Ae 1f 1T felt with Qentlend erd velled out
Like er1lla%le of dolor.

Tiaa

ct

I telieve, I'1ll wail,
Wrat krow, belleve, end what I cen redrercs,

A= T ehall f£ird the time to frieré, I will.$
I thir¥ our countrv einxe bteneath the yole;
It ’eFUﬂ, it bleecs; and each rew cry o gech
Ie 2cdced to her wounde.

I heve lost my Logee.

Why in th2t rewnesa left yvou wife and child,

Trozse vrecions hopee, thnoce stroni; znote of
love,

Without lesve-takire?

It wae *he tyrant.

Ee lers his bsela esvre. For ondrecs cere
"ct checlt him.

Be not offenced; T thirk withel

There will be hrerce uclifted in my right;
And here fromn g¢raclioue Erclend have I offer
0f eonély thovagands. "het T am troly,

Ie thire and =y noor conrtryte to comwand;
“ither incdeecé¢, vefore thy here-ectroach,
Q1lé Siwerd, with ten thoucand werlike men,
Alrecdéy at a point, has set forth.

Maw welll foccther.(?)

(ETIR RCS™.)(3)

(L) cee, who comes here?

tut vet I ¥rnow him not.

“

Ly ecountryman

(L) Ty ever-zentle cousin, velcore hither.

I ¥now him now. Good Gocé, betines rerove
The Teans tnst nares us str-nuers.

ir, azen. (¢)

N
~r
[¢5]
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sues
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ACT TIV:
reouff:

- -

Fose:

lalcom:

‘1

Ooge:

paccully
Roggs
acauff:
Toag:

lecdufs:

‘g

nes:
Veeauff:

Rogee:

X

talcon

0
O
o)
n

U]
Q
o,
th
vy
oo

f“

N

cene 3

73

%

ence C“eoutlanrd vhere Yt ¢3c?

Alme, Door country.
Alro~t 2fraic to ¥now 1teelf. It connot
Ze callec¢ our wother, but our grove; where
rothing,
nt who “nows nothinz, ie once ceen to a~ile;/
Gooc men's livees expire tefore the flowers
In their caps, caying ere taey sicken.

to

"st'g the reweest :irief?

That of an hour's s=e doth hiss the svenler;
Tech minute teems a2 new onne.

Yow cdoes 17 wife?

The trrant hns not bottered 2t theilr ceace?
They were well at pesce when I dié lezve ther.
Be not rizcarc of vour eveech; how goes 1t?

“men I came hither to transgort the t16ings,3
I eaw much of the tyrant's pover afoot.

ilow 1s *he time of helo:; (Z) ver eye in
Scotland

Woulé create golclers, make our women figoht,

To co¢f thelr dire cilstreeses.

Be 't t-eir confor
ae Y

e are corirz thither. Cracionus Engln
Lent us food Siward enc ten thousenda men;
An olcer end better solcier 1is ncne

Tnet Christencdom rives out.

Wonld I could answer

This comfort with the 1li¥el 3ut I heve words
Thet should te howled out in the cecert &ir,
“There hernrins would not lotch them.

"™zt concern they?
The :rensral ceuge? Te 1t a crivete [rief?2
Due to enze einrle Treset?



Zvelrecs Cues

2. I'zeduff 1eg estunred.

10. To islcom.

1l. To Roes.

12. A1 2rourd Lecéuff'e shoulcder.

13. To relcom.

-3

-
=

o Fosg.
“. Fes¢ voved irto hends.
12, Yeac vo.

17. R nhard ralsec.

1Z2. Hendé cown,



ACT TV:

Roes:

Rose:

Malcom:
racduff:

Roee

oe

Vacduff:

Roas:

Falcom:

G
Q
joh)
s
&)
vh
.o

Falcom:

racduff:

Scene 3

7L
"o mina theat's honest
2ut in it sheres some woe; thoush the main
part
Pertaire to ven alore.
If it be mine, )
Keen it rot from me, cuickly let me have 1t.

ené rebes
the menrer,

Yonr cactle
Qevecely elavchtered:

"ere to a2d¢ the feoth of

is svroriced; your wife
to tell rom

vou. (°)

Yercitul God!’

Yrochildren too?
ife, chilcren, ecervante, oll
Th=t co1é be Ffound.
(12) Ard I muet he fror hence! (11)
Fowife illed too?

I have seid.

(12) Be comforted.
us reve meciclnee of our creet revenge,

Ceacly ¢rief.
(13) He has no chiléren. {(1L)
onea?
Dié you eay all? (15) O hell-kite

Let
To cure this

A1l y vretiy

A112 2

Diespute 1t like a man.

50}

8
But T muet aleo feel 3t ce a man./

Be thies the whetstone of yvour sworc; let grief
Convert to anzer; blunt not the heort, cnrage it.

(14) C, I could »lay the vomen ifn mine eyves
Arg rarsoert with my tor:cuel (17) ut, gentle

heavens,

Cut short a2ll front to frort

intertigsion,

Brinr thou thie fiend of %cotland and myself;
Within 1y sworéd's lencth cet him; if he 'ecane

toon. (1%)

Hernven forgive him



ACT IV, Scene 3 - Ares 1

Zveineess Cues
12. Teblesu ending. b. Cloee curtsin.

After curtelin is closed, hirfec rieceg ot A, E, end
D, F are gwung bocli. Castle wells a2néd ~arch 2re set up along
hacx ec.es of olatfeorm formetion.



ACT

A

PO

IvV:

»lcom:

“ecene 3

Thie tune oes zenly.
to *he irz; ovur wuover
notrinz Yt our leave.
charir>, enc the noverc

incetrurerte, FRecelve w

Core, co i

Cur lecl
Je rive
Fut on

yor meys

Tre riirht 1a lorz that rever fince t

e
is
for
thelr

75

a reacy;
t'=cbeth

5]

shove
hot chreer

¥

(1°)

he cCe&ye



Mmooy

aCT VvV, GBcene 1 - Area IV

2nglnrecs Cues

. Coen Curtain,

U
|
-
.
4]

Lirrhte up on Ares

2. Fron C arch. Y.
Iv.

3. Doctor enc nurse move to D L '

level

L, lLrcy Yacketh mounte steve to tov

Of J'.‘lE“‘:fOl"m .

. Futae cencle dovn.

~. Storte to ru hernde to-ether.

¢
7. Ledy Lecoeth looiis at hand.



Scere 1. Dneinrsre. (=) In the contle. (%)

(T0mwE A DOCTCR ALD A WAIPTIG=T0UTLEYCL A7) (1)

Doctor: I hove two ri_nte- vatehed with rou, bLut con
perecelve ro trvth in your renort. hen vwrg
1t ehe laet volkec?

Gentlevoran: Sirce hie rajesty went irto the fielc, I heve
seen her riee from rer %Led, throw her right-
cown uoor her, unlocs her closet, tere forth
.2ver, Told it, write nvor it, reecd 1it, after-
werle ceal 1%, Prd aroin return to cc; yet
all *ntes while 1ir 2 x10et £t cleeon.

Doctor: A {reat oer nrvation of re2ture, to receive at
crnce the herefit of eleen, end ¢o the effects
0f witcechirng., In thie slulery apitetion,
Legicdes her walkins ard other actral nerform-
srnces, whnt, at any tive, have you hesrd her
soy?

Ccntlewonan: Trhet, eir, vhich I will not rewort after her.

Doctor: You mey to me; anc ‘tisz roet meet you ghould.

Gentlewsomzn: i'el“er to you ror to anycne; nnving no witnees
to corfirn vy shcech.

(Si720 LADY [ACZWIH YITH A TAPFE.)(2)(3)

ertlewoten: Lo, here she ccrzes. This is her very g¢uise;

ana, voon ry life, faet seleenp. CLrcecerve her;
sterd close. (V)

Doctor: Hdow crTe she Tty thet light?

Gentlewoman: Yhy, 1t ctood ty her; srhe hee 1*;h‘er Ty her
ccntinually; 'tie her conrrmand. (5)

Coctor: Thet 1g 1t sre Coes naw? Lonk, how ashe rute
ner hands.

Gentleworen: Tt 12 ar nceurtoned vesture with her, to ceem &

thie weoechinge her hends., I heve known her to
corntinne in thie a cuarter of ~n hour. (7)

Lecy l=cheth: Vet here'a & epot.



ACT V, Scene 1
"How came she by that light?"

77
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ACT V, Scene 1 - Area IV

Buelness Cues

€. Down to seconé level R.

9. Turns R as 1f talxing
to lacbeth.

10. Turns back L.

1l. Chant this phrase.

12. Looks at hands.

13. Down to third level R.

14, D C on 1line.

15. Starts back up R platforms.
16. To second level.

17. To top level.



Lacy lecketh:

~octor:

T
oYy
“
S
<
0y

zctetn:

Loctor:

Grrtleworan:

Lzc¢y lLacteth:

Doctor:

Gent lewomran:

7%
Frryl  Qhe evesrlic, T vill cet cown what cores
fror her, to sotie™y oy rete"ﬁrﬂnce the more
streorncly.
Cnut, damned epot!l Cnt, T egavl - (£) Cne: Mwo:

't. - Hell isa
“3el A roléler,
vho krowsa 1t

AdeN's
1‘3.‘ ’
m e

mr DLy . -

then, '*1e *ive to it
(9) Fie, "y lorg,
end afearc? Whet need we feer

when nore can c=1l our sower ton eccount? (10)
Yet who would heve *“O”gf* te oléd T1en to
hrve 0 much tlond in »in? -

o you mark thot?

Tre thene of Fife hec¢ a wife:; (1ll1l) where is
che now? - (12) VWhet will thece nencs ne'er
Lbe clean? - (13) o more o' thet, my lord,
no wore o' thet; you mor ell thie with etortin
o to, 0 to; ¥cu hove krown what you eiould no
cwoke whet she ehould not, I am cure

Hecven %“rowe what che Vic “nown.,

£ th ¢

czell of the tlood et
of Aretia will not swe
Ch, oh, ok !

Here'e the
the perfunes

little hand.

111; ell
e

ten thie

”hr* a sizh
‘.f r Pd.

ig there! The heert is ecorely

T wonuld

nnt have erch a heert in uy %osor for
the ¢ SR

ty of the whole tody.
Tell,

well, well -

Freoy God it Ye, sir.

Trie cilecenre 15 berond 17 nrectice; yet I heve
Inown thoee which hove weolled irn *helr eleep
who hove ¢iled rolily in thelr Tede,

Weagh wour L"mﬁ., out on your nightiown; look

not so pale. - I *tell you yet srein Zancuo's
boried; he cannot come out on ‘s grave.

Even so?

(15) To Leé, to bed. There's knoceciing et the
sete. (1¢) Come, corte, come, come, givc me
yeur hard. (17) ”"t'q core cenrnnot Tte vrcone.



ueiness Cuee

Z¥1t center srch.
it E"F .

—ded U

Gentleworen exlts center rrch, c. lizhts ¢o not ¢o
out.

ACT V, Scere 72 - Area IV

Iron A-T to 8 C. a. Zrine un rensinder
cf Area IV lizhts.



ACT V. Ccere 1 ' 72

(T¥TT LADV IACT#TH.)(1%)

Doctor: "1l ehe g0 to Yed row?
Gentlewoman: Tirectly.
Coctor: Foul whisperiniss 2re ehrosc; urnatvrel

ceesls

Do treed vrratnrel trecutlee: Infected mincs

To *heir ceaf ©willowe will cdigcherce their
cecrete.

ore needs ghe the civire than the physiclan.

Zod, God forcive ve all. Lonk after her.

Remove from her the meanes of all ennoyance,

Aard still keeo evee unon her. So, gooc night;

>y mirc ehe nes mated, ona emered my cisht.

I thirk, tut dore not cpeek. (19)

Gentlewoman: Good night, gooa doctor.

(EYSm T DOCTOR AND GTUTLEVOLAN.)(20)(c) ©

Scene 2. Duneinzne, (2) 2 room ir the cestle.

(EI'TKR NACSZTE, DICTCR)(1)
Lacteth: Brins me no more revorte; let them fly 211;
Till Birnam wood remove to Duneinene,
I cernot taint with feer. "hat'c the boy lelcom?
Wag he not born of wnman? The enirits that
xnow
A1l meortal consecuerces have nrononnced me
thus:
"Fesr not, Yachbeth; nn men that's born of women
¢hall e'er have power uvon thee." Then fly,
falee thanes.l
The mind I ewey bv ané the heart I beer
8hall never ca2z with doubt nor shake with fear.
(TYTRER A SFRVAVT.)(2)
“There got'st thou thst 1lily look?
“ervant: There 1s ten thouvesand -
acbeth: Geeee, villain?

Qervant: Solclere, eir.



W)

14]



ACT Vi Scene 2

o

0

lecoetn: Deuth of thy sonl! those linen cheeks of *hire
Are counscgelore to Tear. "het eoldlers, vhey-
face?

Cervart: The Zngslieh force, so glesse you.

taccoetn: Texe thy fece herce.

(57I7 =<RVAI.)(3) 3Rerton! (L) - I an sick at heert,
""hen I tehcld .... Seyton, I seyls

(SNTER ©7Y7CN.)(La)

Seyton: ‘ihat 1e your sracious pleasure?

Yacbeth: “hat news more?
Seyton: All is confirmed, my lord¢, which waes reported.
Yacbeth: I'1l fi~ht till from my Tones my Tlesh te

hecked.
Gilve me my ermor.

Sevton: 'Tis not needed vet.
lacbeth: I'11 put it on.

Send out more horses; escour the country rounc;*

Hang those that telkx of fesr. GCilve me mine
armror.

“ow Coes yvour patient coctor?

Doctor: Mot €0 eick, my lordg,
As che 1s ftroubled with thick-coming farcies,
That keep her from her rect.

¥acteth: Cure her of thet.
Canst thou not minister to a mind cisessed,?
Pluck from the memory & rootec sorrow,
And with some sweet oclivious antidote
Cleanse the heavy bvosom of thsat perilous stuff
“Thich welihe upon the heert?

Loctor: Therein the vatient
et minicter to himself,
lacbeth: Doctor, the thenes fly from me,’
“Thet oursative drus, rhubarb, eenra
Tonld scour these Engllsh hence? Hear'st
thou of them?



=0TV,

Zcene 2

Ares IV

Cues

€. ri:coeth to top of plstforms,
looks out throwyh erch.

12. ree in hends eryvine,

-~

Darine tizme eortaein is

b -
[N

2:1led, etezre 1s

Y. Cry of woren off
cteore R.

c. “grn curtein.
d. Pall

clow curtain.

clesrecd of 211

S

sermarert ovlatlforsa anl oroscernivrs.



ACT V: Scene 2 cl

Doctor: Ay, mny ¢ood lord; rour rovel prevarstions
iave g herr soTething.

.acbeth: Brir: 1t 2Tter me.
I will nct te efraicd of centh anc bane,
T11ll Birram forest core to Duneinene.?
(E¥IT DCCTCRL)(5) (&)

Y

anz out your banrers on the ontward walle;
The cr»y 1s still "They comel!" Our cestle's
strensth 11l laush a silece to scorn./
(A CFY 2 ol 3y WImHIY. ) () (7)
"het 18 that noice?
Sevton: It is the cry of woren, my lord.

(EXIT SEYTCN.)(Z)

racbeth: I have almost forgot the teaste of feers.t
Direness, famriliar to mr slaughterous thouvghts,
Canrot more start me.
(PE-©ITER SEVTCN.) ()

—aealiin e

“herefore was that cry?

Seyton: The cveen, my loréd, is cezd. (c)
naclbeth: (9) She should have died hereafter; (10)

There would heve teen a time for such a word.

(11) Tororrow, erd tororrow, and tonorrow,

Creeps in this vetty pace from dey to cay

To the lagt syllable of recorced time,

And all our yesterdays have lighted fools

The way to custy ceath. Out, out, trief
canclel

Life's but a walking ehedow, a poor slayer

That struts and frete his hour upon thre stage

Arcé then 1s heoré no Tore. It 1s a tale

Told by en idlot, f1ll of eourd end fury,

Siznifying nothins. (12)(¢)

(=XIT NACRRTH.)



Snginecs

1. talecon, Sivard, is
An - me, Lennrox, Seriea
order. .rlecom, Sivwer .
Zert 07 Sl:tfor:ie C enc L.

/" ~ : (5}
2. Gectureas to cte
. Strrte ofl L et

follow Siwrrc, islcom off

;0 light or scenery cheroes
cor.tinuonsly.
ACT V, Scere L -

-
e

Srun

tramoet.

betveen

Aree IV

sceres.

1. Enter from A-%S. Advence
U S to lover L olatform.

3
@]
o'
m
ot
N
N
™y
O
3
3
-t
o]
(@]
9]
L]
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ACT V: Scere 2 22

Scere 3. The courtry nesr Dinsinzne. (2)

(T=73 AUD CCLORS, (b)) £777R TALCCt, (1) CLD SIVAFD,
CACDURE ) ATGUS ) Lm0y AUD SC0IDIEERS.)
telecom: Goveldrs, T hove the d=yvs are nesr at hend

That chamters vill te g~ofe.

(R

Anzus: ‘e doubt 1t nnothing.

Siwarc: "hat wood 18 this before ue? (2)
Lenrox: Trhe woocd of Birnam.
~alcom: Let every soldier hev him dcwn a bOJCH

And “ear 1t before him; thereby shall v
chacow
The numbere of ovur host.%

Colciere: It shall be done.
Siward: e lecrn no otaer tut the conficent tyrant

Keeps etill in Dursinare, and will encvre
Cur setting down tefore 't./

talcom: 'Tis his mair hove.
For 1t is there acdvent=ve 1s to Le i'lven.

Jaccuff: Attend the truwe event, ancd put we on
Incustrious sol@iprhuio.

Siward: (2) The time ecproaches 2
Ye¥Xe we nur aerch tovoerd Dunelrane.

(zET) (L)

PRI ]

Scene L. Ancther part of the fileld.
(EITER FACBETH.) (1)

¥acheth: They have tied me to a stake; I cornot fly
But, teerlikxe, I must fight the courre.

(EXTER A L LagmiIyar, , eqvror) (2)

Thou comest to vee thy tongue; (=) thy story
cnuiclkly.



s
"
*JC
o]

0

A M

ATT V, Y“cene L - Area IV

Cues

CcOor:

Trewdlinc

| 4

Sevton,

oW,

C.

frce rolced to heevens.
Lecbeth eryeunt A-3.

‘o chanze of lights or ccenery Leteen scenes. Acticn
4+ 3
tinvous.

ACT V, Scene 5 - Area IV

Sy )

4-°

n

-

e
.

-3

80

C-D to top of C platform. 8. Eesin roll of

crums.

to lover E pletform.

Inter from C-D to top oletform.
acirg sudierce.



4CT V: Scene L €3

Sevton: Gracious, my lord, (L)
I ehould report that vhich I esey I sew,
sut ¥row rot how to do 1it.

iracbeth: Well, sey sir.
Seyton: As I ¢ié stend uy wetch uoon the hill, (5)

I lookeé towrrd 3irrem, end, aron, methought,
The wocd besan to move.

racbeth: Liar and alsve!l
Seyton: Let me encure your wrath 1f 't e not so.

¥ithin this three mile may yovu cee 1t coming;
I sew a movirg grove.

iecveth: ? If thou speck'et folse,
oon the next tree shalt thou hang alive,

7111 fatine clain thee. If thy egceech be truth,%

I csre not if thou cost for me es much.-
There 1s rno flying hence nor terrying here./
I'cin to te aweary of the eun,

And wish the ectate of the world were now uncone.

Sirnam wood comes to Dunsinane. (€é) Elow, wincé!
Come, wrack! At least we'll cle with hearness
on our back. (7)

(EX=INIT,)

Scene 5. Another part of the field.
(EXTER VACDUFF.) (1)

Lacdure: That wav the noise is. (?) Tvrant chow thy face.
If thou be'st slain and with no etrolke of mine
'y wife and _chiléren's ghosts will haunt xe
st111.R
There thou shoulést te; ty this great clatter,
Cre of greatect note seeme bruited.
Let me find him, fortune; more I Lez not.

(B1IT LACDUFRF.)(3)
(ZNTER DAC3ETE.)(a) (L)
Mo PR
“ECbeth, Wnhy should I rlay the Foran fool, snd Cle
On nine sworé? Wniles I cee lives, the garches,

Do better uvpon thermn.

(STER ACDUFE)(5)



ralas! T
Ao 'y

Scene & -

Ares IV

Cues

Acvsrcins tc him.

=rings o shield up.
Sworc up.

Crf gtoage E-F.

1. .ealcor end Siverd T

tos of letforte. FReet Zrom =-C.
Ser.ve2t, Ar:c, to etoge L. Foss,
Le ox etry cn ctage R,

Flourish fromx
trmnet, clerinet, beat
fron crur. Continue
until in »leces.

-8 .



ACT V: Scene 5 8L

m
Q
o
<
o]
L]

Turn, hell-hound, turn. (6)

Lecrteth: Cf all zen else I have avolced thee. (7)
Sut et thee vaci; my rfoul 1s too much cherged
""ith Llooc¢ of thine already.

hacduff: (¢) I hove no worde;
Ly volce is in 1y eword; thouw bloodier villain
Then terms can zive thee out.

THEEZY FIGET.)(Q)

Thou losest lstor
agy mearst thou the intrenche nt sir
’c'ny keen cworcé 1mnrees as mare me bleed. 2
r 2 charzed 1life, which muet not yleld
o one of women born.

>
jav]
o
<’
T
ct
o)

laccuf’: Deegrair thy cherm;
And let the engel whom thou heet eerved
Tell thee, Xncduff wezs from his mother's womb,
Intimely ripped. (10)

Lecbeth: Accursed be that tongue which tells me s0.!
I'11 not f£isht with thee.

Lecouff: (11) Then yield thee, coward.
Aréd live to te the chow snd gare o' the time.
We'll have thee, 2g our rarer moneters are,
Painted upor a nole, and underwrit,
"Here mey you see the tyrant."

lacbeth: I v1ll rot vield,
To kxiss the grovnd tefore voung irelcom's feet,
Anéd to Te baited with the rab:le's curce.
Yet I will try the lact, ZBefore my body
I throw oy warlike chield. (12) Lay or, laccuff,(13)
and c¢amreé¢ be hi: thet first cries, "Holq,
enough."

ZVEZUNT FIGETING. (1i) FLCURISH GF TRULPITS.
alCGx, (15) SIVARD, RCES, THI CTHER THANES AID
SCLDIZRS.)

“alc<3rn: T would the friencs we mise were safe errived.

S*Y ~ = 7 &
=WO I Cy Some rust o 07f: end yet, ty these I see,
So ¢reat e cday es this is chesoly bought.

(>}
?leom, Yecluff 1s miselns, and your noble son.



Scere 5

Aree IV

3ueiregs Cues

1é. Frea Z-F to D € L. L. Stzrt érum roll.

17. Foirts swor. tc Xeslcoxm in R c. 2ild drum roll on

nard. Frec in L. lact eveech and while
curtain closes eteoo

1, All =oint esvoris to isleom and abvruttly vhen curtein

vet irn Dlecee for telleswu end. 1s closed.

Siwerd, Toce, Lenrox P Ar.me, Serzeant,
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CHAPTER III

AN ANALYSIS OF THE PROBLEMS
OF SCRIPT ADAPTATION

Since Macbeth would not only be Handy High Schoolts
first experience in performing and observing any of Shakespearels
plays but also the audiencels first experlience in witnessing
the performance of a tragedy, the director decided that he must
have a clear conception of the implications of the play before
attempting to transmit interpretations to the students that he
was going to be directing. |

Macbeth has as part of its full title the word "tragedy."

Milton Marx in his book The Enjoyment of Drama says of

Shakespearean tragedy:
His theory of tragedy . . . is that man brings
about his own downfall because of some weakness in
character.
In Shakespeare man is brought low by a traglec
flaw, inherently part of him, which he 1s powerless
to overcome until it is too late.Z2
In Macbeth, Macbeth, through a flaw in his character,
ambition, falls from prosperity to destruction. The deed which
characterizes the flaw in his character is the murder of King

Duncan. Shekespeare creates the opinion in his audience that

1Milton Marx, The Enjoyment of Drama (New York: F. S,
Crofts and Company, Inec., 1940), page 98.

2Ibid., page 98.
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Macbeth!s conduct was not within his own control but that he
was under the Joint temptation and influence of the witches
and his wife., From this point the characters are arrayed on
two sldes: one side, representing evil and its influences,
has the three witches, Lady Macbeth, and Macbeth; on the other
side, representing good, are Macduff, Banquo, Lennox, Ross,
Malcom, King Duncan, Lady Macduff, and Seyton. The first part
of the play furnished background material on the maln characters
up until the murder of King Duncan. Banquo, prior to the murder
of Duncan, was Macbeth's companion when the witches were first
encountered. In thls encounter, Macbeth is promised the throne
of Scotland, and Banquo is promised that he shall found a line
of kings. From the time when he 1s king, Macbeth grows to fear
and envy Banquo. To protect himself from Banquo's suspicions
and 1lnsure the throne for his own lineage, Macbeth orders
Banquo and his son, Fleance, murdered. Fleance escapes.
Further, Macduff will not do his bidding, and, in hils second
encounter with the witches, Macbeth has been warned to "Beware,
Macduff." Macbeth suspects another threat to his throne., He
orderg Lady Macduff and all of Macduff's children slain, for
he has learned of Macduff's defection to Malcom's forces in
England from hils forces.

Macbeth's goal through the play is to be the unquestioned
ruler of Scotland., He never reaches i1t. In attempting to reach

this goal, he eliminates those who question his right to the
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throne. In the process he develops as a character from a man
"infirm of purpose® to one firm and purposeful in everything
that he does.

Meanwhile, Lady Macbeth, who has prodded and urged him
into his initial act of murder, has gradually disintegrated
into the mental collapse of the sleep walking scene,

Although Macbeth is destroyed, Shakespeare points out
that virtue has triumphed. Even though Macbeth may not galn
the entire sympathy of the audience, nevertheless, an under-
standing of his motives 1s clear. Through his destruction the
suthor points out that the hero, Macbeth, has gained what he
deserves. Here, the director realized, was a problem in story
and character development, for the hero of this play is
unpleasant and unprincipled, but sympathy must be created for
him in order to maintain the interest and contact of the
audience with him,

Having thls concept of the play and 1ts implications as
a whole, the director went on to analyze the characters within
the play, for he knew that he would need to do this before any
adaptation of the play was possible; otherwlse, lines, scenes,
or words might be deleted or changed which might be necessary
to the development of the characters or the plot. The followilng
are brief summaries of the analysis of the characters which

were employed in this production.
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The witches - in the witches are personified the forces
of evil. To the Shakespearean audience with its belief in
witchoraft, the witches were more credible than to a modern
audience. There were several ways which the director created
the impression of evil. These will be dliscussed in the chapter
in which the production of the play 1s the topilec. The clue to
the witches' appearance and unearthly character was taken from
Banquols speech in the third scene of the first act where he
says:

What are these
80 withered and so wild in thelr attire
That look not like the inhabitants of the earth,
And yet are on 't? Live you? or are you aught
That man may question? You seem to understand me,
By each at once her choppy finger laying
Upon her skinny lips. You should be women,
And yet your beards forbid me to interpret
That you are so,

Shakespeare's audiences must have viewed these "secret,
black and midnight hags" in the light of current witch lore,
but they may also have felt that they were no common witches,
since Shakespeare had ralsed them to a fresh level of imagination,
giving them an unearthly alr and a spiritual significance in
relation to the character of Macbeth. In the director's
imagination the witches would each have a separate character
which would be achieved by having them use three different
levels of volce and three different methods of speaking.

Macbeth - at the beginning of the play Macbeth 1s a man

of valor and unblemished record. He is a gentleman of honor
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and a superlative soldier, and the "golden opinions" lately
won “from all sorts of people® through his heroic achievements
in the fleld bear no shadow of reservation. To these testi-
monies 1s added the private opinion of his wife when she
evaluates him. Macbeth 1s Ynot without ambition¥, a trait not
unusual in a man of his station. Macbeth, she says, "“would
not play false" in the pursuit of it. He 1s, however, a man
of fluctuating purposes, for he puts aside, several times, the
suggestion that he murder Duncan. Through these times of
indecision Macbeth wins the sympathy of the audience. Then,
too, he 18 never seen in the play in his worst moments, For
example, the first intimation of motivation for the murder of
Duncan is in the scene where Lady Macbeth reads the letter from
him, With the exception of the murder of Duncan, Macbeth does
not do any of the actual killings himself. Thls lack of action
presents a directing problem in producing the play, for a
villain is to be portrayed who does not perform his dastardly
deeds on the stage., The false sense of security which Macbeth
gains from the witches' prophecies and the effect on him when
these three prophecles prove to be his undoing must be portrayed.

Lady Macbeth - greatness for her husband is Lady Macbeth's

greatest desire. In attaining that goal she is a strong,
ruthless individual who is assured of purpose. In Macbeth's
interests she 1s passionate and unswerving, a woman of suprene

will and nerve, supplying both when he wavers. Even though she
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is masculine in these respects, she 1s also distinctly feminine.
She plays the hosteeé superbly when greeting Duncan, when taking
complete charge during Macbeth'!s lapse at the banquet, and when
talking to Banquo. There are limits to the reserve of her
energy, however, and she ends in a mental collapse., When she
realizes that Macbeth 1s no longer taking her into his confidence
after she has helped him gain the greatness that he possesses,
she loses control of herself and suffers the agony of conscience
portrayed in the sleep walking scene. Even though she 1s a
ruthless and cold blooded schemer in the plans that she 1is
perpetrating, yet, when the deed 1s done, her agony of mind
incites sympathy and understanding. Even in her final act she
shows strength of will, she takes her own life,

Banquo - as brave as Macbeth, Banquo personifies all that
Macbeth could have been. His loyalty to the king and his
doubting of Macbeth!s actions and motives make him Macbeth's
living and percelvable consclence, for Banquo says 1n scene one
of act three:

Thou hast it now: king, Cawdor, Glamlis; all

As the wierd women promlised, and, I fear,

Thou playtdst most foully for it . . .
Shakespeare made full use of Banquo as the representative of
good, 1In the later scene, the ghost of Banquo 1s gtill the
reminder to Macbeth of the evlil he has committed and of the

consequences which Macbeth must pay. Even though Banquo remains
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sllent, the effect on Macbeth i1s such to cause the audlence to

understand the gullt which weighs down the murderer.

Fleance - as Banquo's son, a young, obedlent boy, Fleance
is the personification of the remainder of the witches!
prophecy to Macbeth that Banquo shall found a line of kings
even though Banquo is never king himself. Macbeth sees Fleance
reaping the rewards of his treacherous killing of Duncan and
in his impotent rage tries to have Fleance murdered,

Seyton - when everyone else has turned against Macbeth
and desefted him, Seyton 1s still the loyal, familyretalner.
His 18 a character that would be understood by an audience of
any period, for his love for his master weathers all the storms
of adversity.

Ross and Lennox - the two lords, Ross and Lennox, represent
loyalty to the throne and crown of Scotland; however, when the
country 1s suffering because of the tyranny of Macbeth, both
are willing to sacrifice this loyalty for the good of the
country.

Duncan - in contrast to what Macbeth 1s as king of
Scotland, Duncan typifies all of the virtues possible to be
exemplified in a king. He 1s kind, gracious, impartial,
appreciative, and dignified. This kind of character having
been established, his murder 1s all the more horrible.

Malcom - representing the forces of right and good,

Malcom as a character in the play comes into full bloom when
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he comes into opposition wlith Macbeth in regaining the throne.

His final speech lets us know that all is well with Scotland
again and that the throne is in good hands.

Macduff - as Macbeth'!s memisis, Macduff personifies a
good man greatly wronged who finally avenges that wrong. In
avenging the murder of his wife and children, Macduff avenges
all the wrongs of which Macbeth is guilty.

The doctor - as a man of medicine, the doctor also 1s a
man of a philosophical leaning, for when he tells Macbeth that
Lady Macbeth 1s not sick but suffering from lack of rest
caused by "thick-coming fancies," and Macbeth answers:

Cure her of that:
Canst thou not minister to a mind diseased,
Pluck from the memory a rooted sorrow . . .

the doctor very pointedly and simply answers:

Therein the patient
Must minister to himself.

The nurse or gentlewoman - accompanying the doctor in
the "sleep-walking scene," the gentlewoman dramatizes the horror
of the ordlnary individual when she is aware of the evil deeds
that Lady Macbeth reveals. Her exclamations and fear for her
own safety point up the scene,

The murderers - the fate of the common folk under the
rule of Macbeth, thelr unhapplness, and thelr sullen nearness
to revolt, 1s typified in the murderers. For Macbeth convinces
them that Banquo is responsible for thelr plight and they are

eager and willing to murder him,
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With these concepts of the implications of the plot of
Macbeth and the characters within the play decided upon and

crystalized, the director set about the adaptation of the
script for performance by high school students for an audience
to be largely composed of high school students,

In adapting the script of Macbeth for high school
production, those elements that would mske the most acceptable
production for the audience of T. L. Handy High School were
considered paramount, The need to give the play high entertain-
ment value for its high school audience was of first importance .
For this reason a fast moving production was desirable. As has
already been pointed out, the stage designer had collaborated
with the director in devising a plan of production which would
rermit the play to progress with scene changes limited to not
more than one minute in time. Many of the scenes were acted
with no lapse of time intervening, for they were planned to
move from one acting area to another,

With the plan for handling the scenes determined, the
dialogue problems needed consideration., The director realized
that for an audience seeing the play three hundred years later
than the audience for which 1t was written, some changes would
have to be made. Cutting would not be done for cutting'!s sake
alone. Every effort would be made to retain as much of the

feeling of the original script as possible.
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The following criteria for script changes were set up:
the dlalogue would be cut where such cutting would give greater
speed to the production; dlalogue would be changed where such
change would enable the audlence to understand the lines more
readily; word changes or rearrangements should preserve the
original meter of the line wherever possible; lines within the
scenes would be cut to expedite the productioh only where the
development of the plot would not be impeired; and entire scenes
would be omitted only when they would not contribute to the
development of the plot; scenes would be combined to aid further
in staging the play.

Any change made in the script of the play may be
classified under one of the seven reasons which follow:

1. Speech or speeches cut for faster movement,

2, Substitution for words or word meanings no

longer used, or deletion or substitution
because of vocabulary limitations of cast

and audience.

3. Minor changes in sentence structure to make
dialogue more intelligible to the audilence.

Lk, Words or lines deleted to make sveech more
acceptable to the school agudience: profanity,
obscenities.

5. Scene cut to expedite production.

6. Scene omitted to expedite production.

7. Scenes combined to aid in staging the play.

The original text used for purposes of adaptation was

the volume of complete works of Shakespeare, edited by
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William Allen Neilson and Charles Jarvis Hill3 which the
director had used as a text in courses of the English department
of Michigan State College. For further reference as to word

meanings the director used the Variorum Edition gg_Shakespeareh

which was edited by Horace Howard Furness. Along with this the

director used The Arden Edition of the Works gg_Shakespeare.5

The following is a comparison of the original order of
the scenes and the acts of the play in comparison with the

order used in the adapted version:

Original Adaptation
I, 1 A heath I, 1 A heath
I, 2 Camp near Forres I, 2 Camp near Forres
I, a A heath I, a A heath
I, Forres, The palace I, Forres. The palace
I, 5 Inverness I, 5 Inverness
I, 6 Before Macbeth'!s castle I, 5 Before Macbeth®s castle
I, 7 VWithin the castle I, 7 Within the castle
II, 1 Within Macbetht!s castle II, 1 Macbeth's castle
II, 2 The same II, 2 The same
II, 3 The same II, 2 The same
II, 4 Outside Macbeth's 11, Omitted
castle
III, 1 Forres. The palace III, 1 Forres Palace
III, 2 The same III, 2 The same
III, 3 Park near palace III, 3 Omitted

3W1111am Allen Neilson and Charles Jarvis Hill, editors,
The Complete Plays snd Poems of William Shskespeare (New York:
Houghton Mifflin Company, 1942).

“Howard Horace Furness, editor, A New Variorum Edition
of Shakespeare, Volume II, Mecbeth (Philadelphia: J. B.
Lippincott Company, 1873).

5Kenneth Muir, editor, The Arden Edition of the Works of
William Shakespeare, Macbeth (London: Methuen and Co. Ltd., 1951)
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III, &4 Hall in palace III, 4 Hall in palace
ITI, 5 A heath III, 5 Omitted
III, 6 Forres. The palace III, 6 Omitted
IV, 1 A cavern IV, 1 A cavern
IV, 2 Fife castle IV, 2 Fife Castle
IV, 3 England IV, 3 England
V, 1 Dunsinane Castle V, 1 Dunsinane castle
V, 2 Near Dunsinane V, 2 The ssme
v, E Room in Dunsinene V, 3 Near Dunsinane
v, Near Birnam Wood V, 4 Near Dunsinane
V, 5 Room in Dunsinane
V, 6 Before Dunsinane (See notes on page for
V, 7 Near Dunsinane Act V scene rearrangements.)
V, 8 Near Dunsinane

-

The reader may observe that the original order of act
and scene sequence was retained with the exception of the scenes
which were omitted and the rearrangement of the scenes in the
fifth act.

In adapting the play the director omitted no scenes from
the play unless the following questions could be answered in
the negative: Does the scene contribute to plot development?
Does the scene contribute to the development of character?

Four complete scenes were cut from the original scfipt.
In Act II, Scene 4, 18 a conversation between Ross, an old man,
and Macdufrf. Information as to the crowning of Macbeth and the
flight of Malcom and Donalbain from the country 1s given. The
same information 1s given in the following scene and the direcfor
did not think the repetlition was necessary. Act III, Scene 3,
in the play i1s the one in which the murder of Baﬁquo takes place,
Since this 1s 80 graphically described to Macbeth by the murderer






in the following scene, the director thought that thls scene
could be deleted from the script. Also, the actual murder of
Banquo on stage would be a gory act. In the modern high school
with its students familiar with acts of violence through
televislion and moving pictures, the director decided that the
student actors would not be convincing enough and the scene

might provoke laughter instead of the horror intended. Act III,
Scene 5, i1s the scene with Hecate and the witches gamboling and
singing about the stage. To the director, this scene had no
significant meaning to the modern audience and no direct bearing
on the development of the play and cutting it would not harm the
fabric of the play. In Act III, Scene 6, Lennox and a Lord are
merely commenting on events which have taken place. These events
are already known to the audience or are revealed in future scenes.
Since 1t did not further the plot or reveal any character
development, the director decided to cut this scene,

Within Act V, the rearrangement of the scenes became
necessary because of the problems in staging. Shakespeare, in
the original order of the act, has scenes inside Dunsinane Castle
alternating with the out of door scenes. The conditions under
which this production was being presented were entirely different
from those of the original production. From most avallable
sourceg the indications are that Shakespearels presentation
employed 1little or no scenery; consequently, the scenes could

flow from one to the other without interruption, The production
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at Handy High School was being done with scenery and alternating

the scenes as they are arranged in the original script would
have necesslitated scene changes after each of the first six
scenes. At the point in the play where the plot reaches its
development in the fifth act, the climax is reached. To have
the six perlods of waiting for scene changes come at this time
would have weakened the climax and interrupted the flow of the
rlay. These scenes employ large numbers of people and the full
stage would be necessary for presenting them properly. There
was no possible way of alternating them with the two small
acting areas on the down stage sides. The director decided
that the rearrangement of the scenes was the solution to the
problem. Since the arrangement of the scenes themselves includes
interior and exterior scenes, the combining of scenes was done
with two scenes taking place inside the castle and two scenes
taking place outside the castle. The curtaln was drawn in
between to allow for a scenery change which consumed one minute,
The cutting of conversation within the scenes occurred
only twice in the adaptation. In Act IV, Scene 3, there is a
long conversational sparring in which Malcom 1s testing Macduff
to ascertain if he 1s a follower in whom Malcom can place his
trust. None of this contributes to the development of either
the characters or the plot. The director thought that the play
would not be harmed in any way by taking it out. In Act IV,

Scene 2, occurs the conversation between Lady Macduff and her son.




100

The director concluded that this conversation would seem
unlikely and precocious to a modern audience. Since it
contained no development of plot or of character, the play
would not suffer without this portion of the conversation,
Substitution for words or word meanings no longer used
were not frequent, for the director attempted to retain the
beauty of the Shakespearean idiom., However, nine substitutions
occurred where the director decided they were necessary to
clarify the meaning of the line for the modern audience. The
following are examples of such changes: "and what seem'd
corporal melted as breath in the wind' became "and what seemtd
as real melted as breath into the wind." Macbeth!s "Of nature's
gremins tumble all together" became "Of nature!s seedlings
tumble all together.' And Duncants %“And his great love, sharp
as his spur, hath holp him" became "And his great love, sharp
as his spur, helped him." These deletions were made with regret,
for to the trained ear, one of the delights derived from hearing
a Shakegpearean line spoken is the word usage which has become
obsolete, The director had to remember constantly that the
audlience seeling and hearing this play was one untrained in
Shakespearean language and one that would become weary of
something which it could not understand., Even though the
student actors could have learned the original words and conveyed
their meanings in a general way to the audience, the director

declded that words more easily understood by the audlience were
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important to the audlence enjoyment of the production. These
changes were made with an attempt to replace words with those
which would not harm the meter of the lines involved,

The director had found in previous productions that two
hours was the maximum time that he could maintain the interest
of his audience. The main method used in an attempt to stream-
line this production was the cutting of lines within speeches.
Fifty-three such cuttings occurred. These cuttings fell into
five catagories: 1. an excess of philosophy; 2. overly explicilt
location of locale; 3. unnecessary characters; 4. excess of
words in time of dramatic tension and movement; 5. reference to
dieties and individuals unfamiliar to modern audience. An
example of each of these five catagories follows in the order
listed.

One, in Act I, Scene 7, in Macbeth's soliloquy,

And pity, like a naked new-born bebe,
Striding the blast, or heaven'!s cherubin horstd
Upon the sightless courlers of the air,
Shall blow the horrid deed in every eye,
That tears shall drown the wind.
these lines were cut because the director thought they would
only confuse the audience.,

Two, in Act I, Scene 6, Banquotls lines

This guest of summer,
The temple-haunting martlet, does approve
By his loved manslonry that the heavent!s breath
Smells woolngly here: no Jjutty, frleze,
Buttress, nor coign of vantage, but this bird
Hath made his pendent bed and procreant cradle:

Where they most breed and haunt, I have observed
The alr is delicate.
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were cut, for this is an attempt to establish place by
Shakespeare on his barren stage.

Three, in Act IV, Scene 1, the entire speech of Hecate
was deleted, for the director thought the character and the
lines unnecessary to the scene. Hecate says,

0, well donel. I commend your pains;

And every one shall share 1' the gains:

And now about the cauldron sing,

Like elves and farles in a ring,

Enchanting all that you put in.
And there i1s music and a song by the three witches and Hecate.
Previous to this the three witches have made thelr maglc spell
by casting various items into the cauldron, The scene 1is
completed by having Macbeth hear the three prophecies from the
apparitions. The director decided that Hecate and the song and
dance were detrimental to the scene in that they destroyed the
continuity of mood.

Four, Act II, Scene 3, contains the action of the
discovery of Duncan's murder.. Macduff is the discoverer and
says:

Approach the chamber, and destroy your sight

With a new Gorgon: do not bid me speak;

See and then speak yourselves. Awake, awake!

Ring the alarum-bell. Murder and treason!

In the original the lines went on:
Banquo and Donalbain}! Malcom! awake}
Shake off this downy sleep, death's counterfelt,
And look on death itself! up, up, and see
The great doom's image! Malcom! Banquo!

As from your graves rise up, and walk like sprites,
To countenance this horror. Ring the bell,
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With the murder of the king announced previously and a general
rushing of people about the stage, the director believed that
the last six lines of the speech were not needed.

Five, in Act III, Scene 2, Macbeth says:

Therets comfort yet; they are assailable;
Then be thou Jocund: ere the bat hath flown
His cloistered flight; ere to black Hecate’s summons
The shard-born beetle with his drowsy hums
Hath rung night!s yawning peal, there shall be done
A deed of dreadful note.
Thls was changed to:
Therels comfort yet; they are assallable;
Then be thou happy: there shall be done
A deed of dreadful note.

Minor changes in sentence structure to make dialogue more
intelligible to the audlence were made only three times, for in
thlis way the director attempted again to retain the original
flavor of the Shakespearean line. An example of such a change
was in Act IV, Scene 3, Ross! original speech read:

Would I could answer
This comfort with the like! But I have words

That would be howl!d out in the desert air,
Where hearing should not latch them,

In the adaptation this speech became:
Would I could answer

This comfort with the like! But I have words

That should be howled out in the desert air,

Where hearing could not catch them,

Only three times lines had to be deleted to avoid offending
the school audience, The most notable example of this type of
deletion was in Act II, Scene 3, and concerned the conversation

of the porter and Macduff. There was a discussion of the
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Ythree things drink does especlally provoke.! These were
desire, increase of urine, and lechery. While the original
intention of Shakespeare may have been to galn a laugh from
his audience, this speech might have been one which shocked
the students, and,,since it had no bearing on the plot, the
line might have become overly important and remembered to a
degree out of importance to its contribution to the play.
Likewise, "whore® became "wench" and "“nipple" became *breastl
The substitute words had the same connotations as the originals
but would not provoke criticism from the audience.

In the process of rehearsals, a section of a speech in
the witches! scene, Act IV, Scene 1, was deleted. The director
did this becsuse one of the girls playing the witches was Jewish
and made the suggestlion that the line be deleted. The director
declded that she was within her rights since the attitude toward
the Jewish race has changed since Shakespearels day. For the
younger audlience, especlally, this reference to an Elizabethian
pre Judice could well be omitted. The lines referred to are:

Liver of Blaspheming Jew
Gall of Goat, and slips of yew
Sliver'd in the moon'!s eclipse.

As a teacher of Shakespeare, any of these cuttings were
undesirable to the writer, but, as a director of the production
about to be rehearsed, the 1nexper1en¢ed sudience and the

necessity for performing within a two hour time 1limit were of

peramount importance.






105

The adapted script proved in rehearsal that the
vocabulary and the content were easily understood by this group
of high school actors. In the first rehearsal where the script
was read, the ease in understanding 1t was remarkable and no
further changes were necessary.

Every script change fell into one of the sgeven classl-
ficationa listed and described. All changes are designated in
the script which 1s included in Chapter II. These changes are
designated in red ink by the appropriate number as listed

previously in this chapter.



CHAPTER IV
DIRECTING AND REHEARSING PROBLEMS
PRELIMINARY PREPARATION

In the year prior to the production of Macbeth, the
director made plans to introduce Shakespearean plays as
dramatic material to the student body of T. L. Handy High
School. The Thesplan Troupe purchased the Decca recording of
the Mercury Theatre production of Macbeth.1 These records,
along with thirty-five printed coples of the script,2 were
used by the teachers of eleventh grade English when teaching
the play. Over two successive years, more than slx hundred
students heard Shakespeare spoken, Further, a group of students
Tfrom the Thesplan Troupe were sufficiently interested in
producing Shakespeare to prepare two scenes, the murder scene
from Macbeth and the murder scene from Othello, to present
them in arena style to all of the eleventh and twelfth grade
classes in English., The scenes were also presented on the
program of the annual Drama Night for parents and interested
students. Thesge scenes were only partially costumed but served

the purpose of arousing an interest 1n Shakespeare,

1orson Welles, Mercury Text Records, Macbeth, Columbia
Masterworks Set G-2,

20rson Welles and Roger Hill, editors, The Mercury
Shakespeare, Macbeth (New York: Harper and Brothers, 1939).
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During the 1950-1951 school year, the cholce for the

fall play had been Sidney Kinsleyt®s The Patriots,3 a costume

drama, in which the students experlenced the problem of acting
in clothing entirely foreign to their own. Thelr response was
enthusiastic.

In the fall of 1952, after the student members of the
Thespian Troupe had voilced their opinion as to the play of their
choice, the director consulted with the principal and a date
was secured in the school calendar of activities, The first
Friday after Christmas vacation was chosen., This date allowed
extra time during vacation for rehearsals and the building and

the erecting of the stage set.

3Dramatist Play Service Catalogue (New York: Dramatists
Play Service, Inc., 1952), p. 23.
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PART A, TRYOUTS

The next step in preparation for production was the
holding of tryouts. Announcements as to the time and the place
of the tryouts were made over the school®s public address system
on the days of the tryouts and the two days preceding. On the
day before tryouts the following note was sent to all of the

English teachers and was read in all classes:

TO ALL TEACHERS OF ENGLISH CLASSES-

On Wednesday and Thursday of thls week tryouts for
the Thesplan sponsored production of Macbeth will be
held in the auditorium beginning at 7 P.M. The
selection of the cast for this play will not be
confined to members of the Thesplian Troupe, but it will
be chosen on an all-school basis Jjust as are the
regular school plays. No one has been chosen ahead of
time for any part in the play, and no decisions will
be made until after the tryout period.

It 18 not necessary to be a good oral reader of the
Shakespearean lines to acquire a part in this play.
One of the benefits gained from doing a play like this
is that people will be trained to do them correctly.

There are many small parts in the play that will be
good but not a strain on a studentt!s time or energy.
It will be a good beginning for many of the students
who want to get started in the process of earning
points for Thespian membership.

We hope to see many of you at tryouts this Wednesday
or Thursday night.

Carole Powell,
Thespian President

These methods of publiclzing announcements of the tryouts
had good results. 8ixty students participated in the tryouts,

twenty-five boys and thirty-five girls, which was more than

usual,
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In the tryouts the director was checking three factors:
voice, movement, and physical appearance in relationshlp to the
roles in the play. To give the director the opportunity to
observe and hear the students, stapled coples of the script
were avallable for all of the students for the oral readings,
and the students were encouraged to choose the scenes they
preferred, Notations were made by the director on the play
contractas, an example of which appears in Chapter I. For
movement, the diréctor requested each student to sit, rise,
walk, bow, and assume an easy standing position. Along with
the notations on movement, the director also noted physical
appearance,

The director was also watching the actors for maturity
in voice, in movement, and in physical development. The
greatest difficulty of selection came in the casting of boys.
There were more than encugh trying out, but they did not meet
the requirements, Tentative plans in the costuming had been
made for the wearing of tights by the boys. Many of those trying
out were thin and had poor leg development. A “mighty warrior"
such as Banquo, could not be thin of frame with spindle shanks.,

The director then resorted to special recrultment within
the entire school to fill the parts of Ross, Angus, 014 Seyton,
and the male servants necessary to move the set pleces and
furniture. This had been done successfully before in the

productions of Qur Town and The Patriots where certain definite
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qualifications were not met in the period of tryouts. These
special calls met the needs of the play and several students
who had not come to tryouts for various reesons were interested
in the activity. In this way, casting was completed and the
play was ready to go into rehearsal.

In Chapter II the writer has stated the analysis of
characters determined before the adaptation of the script was
begun, A discussion will follow of the problems encountered
by the director in translating the main characters as envisloned

to the actual portrayals on the stage.
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PART B, INDIVIDUAL PROBLEMS

The witches - The witches were the personification of
the evil influences which work toward the destruction of
Macbeth., Realizing that the popular conception of witches
would be apt to detract from theilr importance in the play,
the director tried early to ward off any laughter. First,
each of the witches assumed a different character, voice level,
and method of speaking. The voices were leveled at low,
medium, and high with the low volce slow and ponderous with
movement to match; the medlum voice was average in speed with
a breathy quality thaf matched flitting movementeg; the high
voice>Was‘wh1n1ng in queality end accompanied by erratic
movements, These interpretations were not easy for the three
girls‘to perform. Since the students of the school were not
familiér with choric speaking, several private rehearsals
were required to teach them to spesk together. Then the voice
levels and movements were practiced separately before they were
combined, When the combining was done for the first time, the
students saild they "“felt" the discordance of theilr voices that
the director was working for. Second, make-up was planned to
give the faces and hands of the witches the unearthy appearance

that 1s called for through the lines of the script. Third,
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the costumes were planned to be of a dark blue material of a
flowing design with a hood so that only faces and hands would
be seen., And fourth, the lighting was planned to be a green
that would block out the costumes and leave only the faces
and hands showing. All of these items as planned were
accomplished, and the result was no unwanted laughter in the
witches! scenes.

Macbeth - The boy chosen for this role had much to
recommend him for the part: a good physique, a vibrant and
flexible voice, good diction, an excellent sense of dramatic
values, a willingness to cooperste, a desire to do everything
as well as he could, the ability to learn lines quickly, and
a desire to perform in Shakespeare (He had performed in the
scenes presented the previous year). He had one grave fault
and that was a definite tendency to overplay the part and to
hit the peaks of emotion too soon and for too long perlods of
time., The way he began to interpret the part caused embarrass-
ment among the members of the cast at rehearsals. Hils willing-
ness to cooperate evidenced itself in the fact that he took
criticlism and direction very well from the director an in private
sessions with the dlrector was able to master the emotion he was
portraying instead of letting the emotion master him, His

portrayal in performance was subtle and well controlled.
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Lady Macbeth - When tryouts were held, the director did
tentative casting for this part. There were two girls who were
congidered, The first had the polse, the ability to move well
and gracefully on the stage, the ability to interpret the lines,
but was small in stature with a voice that was only moderate in
forcefulness. The second had a deeper, more forceful volce, a
larger, more mature figure, but was poor in the interpretation
of the lines and lacked grace in movement, DBoth of the girls
vere tentatively cast in the role with the understanding that
one would be chosen to play Lady Macbeth and the other would be
awarded the part of Lady Macduff. This tentative casting was
for the first week of rehearsals only. The director finally
decided that the polse, movement, and interpretive abllities
of the first girl were the more important and cast her in the
part. In rehearsals with the rest of the cast and in private,
an erect carrilage was developed which compensated for her lack
in heighth. Diction and forcefulness of voice was worked on for
improvement., This student improved to a remarkable degree and
was able to bortray the will and nerve along with the distinctly
feminine traits that were required of the role. 8She was by no
means the outstanding actor of the production, but her part was
handled adequately.

Magduff - As a good man wronged, who finally avenges
that wrong, the young man cast to play this role presented

several different problems. First, hls movement was poor.
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He did not move instinctively at all. The director demonstrated

each of the movements that he was to make, 8Second, his
interpretation of the lines was poor. In reading rehearsals,
which will be explained later in this chapter, each of hils
speeches was explained to him and a reading demonstratlon was
glven., Because of a desire to give a good performance and the
ability to copy the director, he gave a competent portrayal of
the part in the performance., Hls good physical development,
imposing appearance on the stage, and a deep, flexible volce
were the basils for casting.

Lady Macduff - As was stated earlier 1n thils chapter,
the girl chosen to portray this role had a deep, forceful volce
and a mature figure of good stature, but was poor in the
interpretation of the lines and stilted in movement., Since her
lines were few and scenes short, a private rehearsal during one
of the times labeled "arranged" on the rehearsal schedule
sufficed for the special instruction., Movement was her main
difficulty, but she followed direction very well., Her performance
was satisfactory and her scream of “Murder! Murder$" was superb,

Malcom - This performer was the one that the director
experienced the least satisfaction with .in the final performance.
He looked the part of the young prince and undefstood the lines,
but his vocal interpretation was very poor., This was due to a
thin voice and a rather affected manner of speaking. “Prissy!'

is about the only way to describe his impact on the audience,
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His weakness of portrayal had a very definlte effect in that
the ending of the play which should have been on an inspirational
tone was a marked let down. The director realized the casting
of this part was not satisfactory.

Duncan - The difficulty of portraying an age much
advanced from that of a high school student was inherent in
characterizing old King Duncan. The director had anticipated
this difficulty when casting the role. The boy chosen was six
feet one inch tall and quite thin, He was not thin to the
point of belng skinny but managed to give the impression of
regal bearing. His volce was moderately mature and he had
acquired an ease of movement by being in the dramatics class
the year before. The contours and structure of his face lent
themselves to a full beard and a moustache, which along with the
rest of the make up necessary, made him appear to be of the age
desired. A halting walk was adopted and an imperial use of the
hands alded in creating a regal king., The weak point in thils
character portrayal was the lack of a full, mature voice, but
his bearing, movement and delivery of the lines compensated for
this.

The porter - Since this was the one comic character in
the play, the director wanted, in casting, to secure a boy of
good silze with a certain subtleness of interpretation to do
Justice to the role. The boy chosen was moderate in heighth
end of a stocky build, Physically he fit the part, but his
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movements and reactions were slugglish. He had no conception

of the subtle comedy involved in the lines. In order to get
the baslc movement set in his mind, the director found 1t
necessary to walk through the blocking with him many times. 1In
the final performance he lacked the verve and spontanelty the
role demanded.

Banquo -~ Because the director had envisioned Banquo as
the portrayal of everything good that Macbeth could have been,
he searched for a boy of comparable size and bulld to the one
chosen to play Macbeth. Speclal recrultment was involved, and
a boy was found. He had a mature voice, heavier than Macbeth's,
for contrast, and his movement on the stage was good. While he
had a good understanding of the line, he had considerable trouble
in giving a vocal interpretation. The director gave him extra
help on this during line learning rehearsals, and he was able to
give a falrly acceptable performance,

Donalbain - A young boy of medium heighth with an immature
volce was cast 1n this part. His movement was stiff, and he
talked much too fast. Small as hils part was the director gave
him considerable time and personal help. Although he was the
weakest member of the cast, he dld not slow the show down in any
way, for his part demanded only three short appearances on the
stage. The training and experience was worth while to him, for,
since this production, he has shown considerable improvement in

his oral delivery.
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In the casting of certain secondary characters such as
the Gentlewoman, Seyton, Ross, and Angus, the director was using
students new to participation in dramatics in the school. The
purpose of this was to become familiar with a new studentts
ability through a minor role with a view in mind in using the
better ones in future performances., The girl selected for the
part of the gentlewoman and the boy chosen for Ross proved to
be of exceptional talent and were used in the spring play that
year in major roles.

Three girls and two boys were chosen for parts which
involved the speaking of no lines. The girls were the ladles
used for dressing the stage in the throne and banquet scenes.
They learned thelr movement and were effective plctorially
on the stage. The two boys were servants and stage hands in
costume. They were used satisfactorily to move properties
on and off the stage in view of the audience.

There was one instance of double casting in the play.
The same boy who played the porter played a warrior in the
scenes of Act V where the opposing forces were moving on and
off the stage. The reaction to this at the first performance
was s8light laughter from the audience when he came on as a
warrlor., His costume had not been altered enough to change
his former identity. Several comments were made by the
students in the school in the reviews which were written the

week after the play.
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PART C. SCHEDULING PROBLEMS

As was stated in Chapter I, rehearsals for the plays
in Handy High School are held in the evening from seven until
nine thirty. The entire school schedule is run on a double
shift with half of the students coming to school at eight in
the morning and the other half at nine; those beginning at _
eight are through at three in the afternoon and those beginning
at nine are through at four. Over half of the student body of
sixteen hundred is transported to and from school by bus,
Obviously, then, scheduling rehearsals during the afternoon
would be difficult. The director decided further that afternoon
rehearsals would eliminate not only the students who rode the
buses but those who had part time Jobs and those boys who wanted
to participate in athletics. By having the rehearsals in the
evenings any student could participate. Almost fifty percent
of the students who have been steady participants in the drama
activity have held part time Jobq or have been actlve 1in the
athletic program, The latter group has been very important in
one respect: no boy has ever been labeled as a "aissy" or as
effeminate because he was in a play. Many of” the major players
have won varsity letters.

Another reason for having evening rehearsals was that the
auditorium could not be used at any period during the school day.
Either the muslc department or the noon hour movies consumed

each of the eilght periods.
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Rehearsals were held in the auditorium on Monday,
Wednesday, and Thursday nights. Tuesday was used as a line
rehearsal or reading rehearsal in the dramatics class room.
The following sheet 1s a copy of the rehearsal schedule

as 1t was given to the students at the first renearsal.



REHEARSAL SCHEDULE FCR MACBETH

Unless 1t is otherwise indicated, these rehearsals will
be held in the auditorium. Evening rehearsals will begin promptly
at 7 and untll the last week of the play will be over at 9:30.

Nov., 12 - ACT I - all scenes - reading rehearsal
Nov, 13 - ACT I - all scenes

Nov, 17 - ACT I - scenes 1, 2, 5, 7

Nov, 18 - ACT I - scenes 3, 4, 6 - room 322

Nov. 19 - ACT I - all scenes

Nov, 20 - ACT I - all scenes - deadline

Nov. 24 - ACT II - scenes 2, 3 - reading rehearsal
Nov, 256 - ACT II - all scenes - room 322
Nov. 26 - 1:30 - witches

7:00 - ACT II -~ all scenes

Dec. 1 - ACT IV - gll scenes

Dec. 2 - ACT II - all scenes - deadline - room 322
Dec. 3 - ACT III - all scenes - reading rehearsal
Dec., 4 - ACT III - gll scenes

Dec. 8 -~ ACT IV - gll scenes

Dec. 9 - ACT III - all scenes - room 322

Dec. 10 - ACT IIT -~ all scenes

Dec., 11 - ACTS I, II, III - all scenes

Dec, 15 - ACT IV -~ gll scenes

Dec. 16 - ACT IV - all scenes - deadline - room 322
Dec., 17 - ACT V - all scenes

Dec. 18 - ACT V - all scenes

Dec. 22 - ACT V - scenes 2, 3, 4, 5

Dec. 23 - 1:30 - to be arranged

7:00 - ACT V - gll scenes - deadline

Dec. 29 - 1:30 - to be arranged
7:00 - ACT IV - all scenes
ACT V - scenes 2, 3, 4, 5

Dec. 30 - 1:30 - to be arranged
7:00 - entire play

Jan, 2 - 1:30 - to be arranged
7:00 - entire play

Jan. 5 - entire play - dress, lights, stage

Jan, 68 - entire play - complete dress rehearsal with makeup
Jan. 7 - entire play - complete except for makeup

Jan, 8 - entire play - complete with makeup

Jan. 9 - Performance at 8 P.M. makeup beglns at 6.

Jan. 10 - Performance at 2:30., Makeup begins at 1.
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PART D. READING REHEARSALS

There are two terms concerning rehearsals that the writer
would like to explain. Reading rehearsals were held when a new
act was being read through for the first time. The director
agssembled the members of the cast needed for the act, and had
them seated in chairs in a large circle. The cast then read
the act from beginning to end. As the reading progressed, the
members of the cast asked questions as to the meaning of lines
or words and the director explained the relationship of the
characters in the play to the development of the plat, Thus,
vords, lines, and the motives of any of the characters in the
play were thoroughly understood before any memorization or
blocking of movement were attempted., Line rehearsals were held
on all of the Tuesday nights that the cast could not use the
auditorium. A night school class in community band was meeting
on the stage at that time. Fo;lowing a single reading rehearsal,
the cast went into line learning rehearsals, when they would
assemble in the dramatics classroom on the third floor of the
school at seven ofclock. Singly or in pairs, according to their
own stated meference, they worked in various classrooms along
the third floor. Here they practiced their lines orally and
learned thelr cues until eight fifteen when they re-assembled
in the dramatics classroom, During the next hour, the act was

rehearsed line by line without the scripts as much as possible.
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The director, at this time, was able to check word pronunciation,
interpretation of the lines, and the progress of the
memorization,

All of the memorization of the lines was not done in
these Tuesday night rehearsals, Many of the cast members
secured room passes from the director during the school day to
permit them to use thelr study hall periods to use the dramatics
office and the radio room as places in which to spend extra
time on line memorization. The rest of the memorization was
done at home. As may be noted in the rehearsal schedule,
there were definite deadllines for each of the five acts. From
the beginning of the "deadline" rehearsal to the end of working
on the play, books or scripts were not permitted in the actors!
hands for the act or acts for which they were responsible. The
director found this method of learning and understanding lines
of such value that he has used it since for all subsequent plays.

As the result of these three different methods used for
learning lines, both of the performances of Macbeth were done
without one single prompt from a bookholder and the students
evidenced a great deal of pride in their achlevement.

From obgervation the major problems in this series of
rehearsals were the speaking of the Shakespearean line and the
diction of the students, The reading rehearsals did much to
clarify the meaning of the lines, but the word arrangement,

the use of new words, and the rhythm of the lines were something
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new for the cast. No work had been done in verse drama before
this., Much time was spent during the first act rehearsals by
the director in demonstrating the lines to the actors to
indicate thelir flow and manner of delivery. One device used
to a great advantage was the tape recorder. During the Tuesday
night rehearsals when the actors were working on lines, whole
scenes were done on tape., They were played back to the students
with the director pointing out flaws in interpretation and
passages where the thought had not been made clear. This
method intrigued the students and many of them made successive
recordings of scenes where there were trouble spots.

The tape recorder was used with the boys playing the
roles of Donalbain and Lennox. Lennox supplied a *d" sound
for “th" in most cases. Fortunately, the director and the
student had the same lunch hour. During a three week period,
the director and the student spent half hour perilods four times
a week working on this difficulty. With the use of the tape
recorder, the student heard himself as others heard him, Since
the boy wanted to overcome his difficulty, he worked on 1t
outside of these practice times. The result was that he was
successful, The diction difficulty presented by the boy playing
Donalbain was one of speaking at twlce the normal rate of speed.
The director was not able to help him during school hours

because he had a full schedule and worked after school. The
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director did attempt to help him during rehearsals, but
accomplished little; consequently, there were times during the
performance when he could not be understood.

8ince the director was aware that several of the scenes
such as the "dagger scene," the "letter reading scene" of
Lady Macbeth, the "sleep walking scene," and the "tomorrow and
tomorrow" soliloquy of Macbeth were familliar to the audience.
These scenes had been memorized in past years as part of the
study of the play in the classroom, Because this was true,
special care was taken to make certaln that these scenes were
performed smoothly and wilthout a change in the lines. 1In the
process of directing the students in these scenes, the director
made certaln that the scenes would not receive undue emphasis
in enacting them, A planned effort was made to underplay them

slightly in an attempt to minimize their 1mportance.
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PART E. BLOCKING REHEARSALS

Since the plan of production has been discussed in
Chapter II and a floor plan of the stage set with labeled
acting areas and entrances accompanies the plan, a complete
explanation willl not be necessary; however, a brief resume of
the manner in which the production was staged may assist the
reader in the following discussion of the blocking problems
encountered,

The stage was divided into four maln acting areas. Area
one was formed by the folding plece of scenery down stage right.
Area two was formed by a folding piece of scenery down stage
left. Area three was formed by the triangular arrangement of
platforms. These were permanently placed up stage center,

Area four was the designation given the entire stage. Entrances
could be made on to the stage from four locations oh each side
of the stage. On the floor plan these are labeled by letters.

The following will be an analysls of the problems in
blocking action as they occurred in rehearsals.

ACT I, Scene 1, A desert place. Area 3. The director
was striving throughout this scene to establish the dominance
of the evil influence of the witches over the destiny of Macbeth.
This was accomplished mostly through lighting, make up, and
costuming as described earlier in this chapter. The chanting of
the 1lines, partially 1n discordant unison, strengthened the eerie

quality the director was striving to attain. Even though no
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change in body placement was lnvolved, the director created
movement in the scene by using the followling: when speaking
in unison, the witches swayed thelr heads and shoulders; on
individual lines, broad, sweeping gestures were used; each of
the witches grasped a gnarled staff which had been selected for
the grotesque shadows which they would cast upon the back drop.
Cackling laughter at the end of the scene accompanied by raised
staffs which cast tortured shadows alded in establishing an
unearthy quality.

ACT I, Scene 2, A camp near Forres., Area 1. The maln
idea of this scene was the imparting of facts by the "bleeding
sergeant® to the king, and to the audience, of the bravery of
Macbeth and Banquo. To emphasize this information, the director
had the wounded man fall to the floor front and center of the
acting area being used with the others in the eéene grouped
around him in the back, When his speech was delivered,
Donalbain assisted him off stage left. Later in the scene,
Duncan issued orders to have Macbeth and Banquo brought to him,
To point up his speech, Duncan was placed down stage left in a
position withdrawn from the rest of the actors. Thus he was in
position for his exit stage left followed by the rest.

ACT I, Scene 3, A heath near Forres. Area 4, The
triangular platform unit was used for emphasis in thls scene
where the first of the prophecies was made to Macbeth by the

witches., The witches were placed in their original position
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atl the apex of the trlangle. Soon after entering, Macbeth and

Banquo assumed positlions on the down stage ends of the legs of
the triangle with Macbeth left and Banquo right. The witches
left the stage on the right while Macbeth was crossing to Banquo
on the left. Down stage left was the location for the meeting
with Ross and Lennox. This permitted Macbeth to walk to stage
right for his oral musing. He crossed back to stage left when
he rejoined them and led the group off stage left. The full
stage was used to give the impression of space needed to convey
the location,

ACT I, Scene 4., Forres. The palace. Area 2. Duncan
was given the position of prominence in the scene, for he
confers the title of Thane of Cawdor upon Macbeth meking the
firet of the witches! prophecies come true. To achieve the
effect desired, Duncan was seated on his throne squarely facing
the audience with Malcom on his right and Donalbain on his left
when the curtain opened. Macbeth and Banquo entered from stage
right and knelt on their right knees, thus focusing all attention
on the king. After the conferring of the title, Macbeth rose,
bid farewell to the king, and made his departure stage right
while the lights were being dimmed out on the remainder of the
actors.

ACT I, Scene 5. Inverness. Macbethls castle. Area 1,
There were two important points the director wished to emphasize

through this scene: the plan of Lady Macbeth to lead Macbeth
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into murdering the king and the method she used to begin her
plan, While she was reading the letter sent to her by Macbeth,
she was seated on a chair, but, when she began to think aloud
of her husband and her plan, there was a bause during which she
stood to separate the two. After Macbeth's entrance, Macbeth
was seated in the chalr and she stood behind him to deliver the
lines which indicated that she would plan the murder. These
devices were used to demonstrate the dominant personality of
Lady Macbeth. To show through movement, the affection which
Macbeth felt for his wife, their meeting was a loving embrace
and at the end of the scene he took her hand to accompany her
off stage right,

ACT I, Scene 6. Before Macbeth's castle. Area 4. The
idea the director was attempting to convey here was of an un-
suspecting victim being drawn into a trap. Duncan and his
followers entered down stage left and advanced to a center stage
position where the courtiers grouped themselves in back of the
king. Lady Macbeth entered stage right, made her bow, and
received the king. Her isolated position aided in stressing her
evlil purposes. 8She came down stage to the king to isgue her
invitation and welcome, and the king led her off stage right
followed by his courtiers,

ACT I, Scene 7. Macbeth's castle. Area 4. The director
wished to convey two main ideas in this scene; the weakness of

Macbeth's character and purpose, and the strength embodied in






129
Lady Macbeth. In the first part of the scene where Macbeth is
soliloquizing on the proposed murder of Duncan, he was seated
down stage left on a bench talking directly to the audience,
Lady Macbeth was seated on the upstage end of the bench with
him for a short time after her entrance, and then she assumed
the dominant standing position to his left when she was forcing
him into the murder plan. In hisg agitation Macbeth arose and
paced to the left. She made her parting remarks from the down
stage right platform, and he followed her out to the right.

ACT II, Scene 1. Macbeth's castle. Area 4. The high
point of this scene is the well known dagger soliloquy. To
Tocus attention on it, the director had the actor play the scene
down stage right and make his exit up stage right to murder
Duncan,

In Scene 1 and Scene 2 of ACT II, the director wished
to ald the actors in conveying the impression of Macbeth and
Lady Macbeth placing themselves apart from the rest of the
world by their actions. To help do thls, the full stage was
lighted and used for only two actors. Another impression
achieved by using the entire stage was to stress the enormity
of the deed being committed,

ACT II, Scene 2, Court of Macbeth's castle. Area 4,
Macbeth’s horror in the realization of what he has done in
murdering the king, and Lady Macbethl!s fear of being found out
vere the major points to be considered by the director in this

scene, After his return with the daggers, Macbeth and
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Lady Macbeth were brought down stage center as close to the
audience as possible to play the scene. When she left to wash
the blood from her hands, Macbeth remained down stage center
to comment on the guilt he feels. The knocking at the gate
startled him and he left the stage following Lady Macbeth off
right.

ACT 1II, Scene 3, Macbeth's castle. Area 4. The purpose
of thé scene with the porter was to ease the dramatic tension
created by the two previous scenes. In an attempt to use this
portion of the play to its fullest advantage, the director had
the stage lights dimmed and the down stage left area lighted.
The porter'!s broad pantomine was enacted here. When Macduff and
Lennox entered stage right, the lights were gradually brought
up again, Macduffls cry of "O horror, horror!" was given from
the stage left platform for emphasis. The rest of the actors
in the scene then entered from all of the stage right entrances
to assemble on the floor level within the trlangle of the
pPlatforms with Macduff at the apex of the triangle. This was
done to point up the reaction of the uncorrupted individual as
portrayed by Macduff. Malcom and Donalbain made their furtive
exlt stage left while the remainder of the actors went off right
to their respective quarters.

An act curtaln was drawn at this point and the stage was

set up to prepare for the banquet scene which came in ACT III,
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Scenes 1 and 2 of ACT III were blended together to allow no
walt for the acting of the script.

ACT III, Scene 1. The palace at Forres. Area 4, At
the beglnning of the scene, Banquo volced his suspicions of
Macbeth, The director placed the actor on the second level of
the gtage left leg of the platforms, In his speech he gegtured
to Macbeth's throne when talking of him, After the courtiers
entered, they were arranged on the stage right leg of the
platforms with Macbeth and Lady Macbeth at their thrones. Upon
dlsmissal, the courtlers made their exits stage right, and the
director had Macbeth remain on the throne for hls soliloquy to
2ld in indicating his unhappiness with his 111 gotten kingship.
¥hen the murderers come on stage, Macbeth's descent from the
throne to their level on stage left was symbolic of the deed he
was perpetrating. The murderers made their exit stage left, and
Macbeth made his up stage right.

ACT III, Scene 2. The palace. Area 4, Immediately after
Macbeth!s exit, Lady Macbeth entered from down stage right.
Macbeth rejoins her from up stage right and again the scene was
played with Macbeth and Lady Macbeth using the throne level and
the thrones themselves, because their uneasiness with the throne
gained by murder was the main thread of the idea paramount in
the lines. Macbeth led Lady Macbeth off stage right to prepare

for the coming banquet.
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To indicate a passage of time between these scenes, the
director had the servants under the direction of Seyton as the
major domo form a procession in to place the dishes, pitchers,
and goblets on the tables as preparation for the banquet.

ACT III, Scene 3. The palace. Area 4, When the lords
and ladies led by the king and queen came on the stage, they
were directed to arrange themselves at the banquet tables
placed inside the triangular platform formation. This was done
in a stately manner with each lord leading his lady by the hand
to the accompaniment of the kingls sennet as played by the
musicians off stage. Those sitting at the stage left table
formed a procession across the front of the stage.

The appearance of Banquo'ls ghost and Macbethts reaction
to 1t were the developments the director desired to emphaslze.
The down stage end of the left table was gelected for the
ghostt!s location because of its accessibility from the off stage
area. Macbeth was down stage center when he dlscovered the ghost.
The murderers! conference with Macbeth was held down stage right.
The final portion of the scene was finlshed with Macbeth and
Lady Macbeth seated on the thrones. As a contrast to the stately
entrance of the court, their leave taking caused by the confuslon
created by Macbeth's ranting at Banquo's ghost was chaotic.
¥When dismissed by Lady Macbeth, the court members made thelr exits
stage right as hurriedly and quickly as possible. Macbeth and

Lady Macbeth were seated on the thrones at the close of the curtain,
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ACT IV, Scene 1. A cavern, Area 4. The important item

in this scene was the presentation of the apparitions. The
director first contemplated using actors dressed and speaking
as the apparitions., The plan was dlscarded for the reason that
the modern audience's acceptance of speaking spirits was in
question. An salternate plan of using projections upon the sky
drop with accompanying voices in back of the drop was adopted,

To begin the scene the witches were located in their usual
place atop the platforms. The caldron was located in the back
notch of the point of the platforms. The maglic brew was stirred
here. Upon Macbethfs demand, the apparitions were called by the
witches, The witches crept down to the down stage right platform
and Macbeth was standing on the down stage left platform for the
appearance of the apparitions. The purpose here was to locate
the contending forces on opposite sides with the apparitions in
the middle. Ross came in from stage left after the dlsappearance
of the witches off stage right. Macbeth and Ross made thelr
exlts stage left at the end of the scene.

ACT IV, Scene 2, Fife. Macduff's castle. Area 2, The
murder of Macduff!s wife and son were the important events in
the scene, To indicate the peaceful famlly life before the
entrance of the murderers, Lady Macduff was seated with her son
at her feet. The murderers entered stage left, killed the son,
and pursued Lady Macduff stage right behind the folding scenery
and off stage left.
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ACT IV, Scene 3. England. Before the king!s palace.
Area 1. The informing of Macduff of the murder of his entire
family 1s the purpose of this scene. The grouping of the
characters was so arranged that Macduff was in the center when
he received the news. The focused attention of the actors aided
in focusing the attentlon of the audlience. At the end of the
scene, Macduff was led up left to the folding scenery and then
off stage right,

ACT V, Scene 1, Dunsinane. In the castle. Area i,
Lady Macbeth'!s lines of the sleep walking scene were chosen as
those deserving dominance in the scene. The director desired
to indicate also the deterloration of her mind by separating
her from the gentlewoman and the doctor. The doctor and the
gentlewoman were placed on the down stage left platform, while
Lady Macbeth used the stage right platforms. The lighting was
directed to Lady Macbeth with the other two characters being
1lluminated by reflected light from her. Lady Macbeth!s entrance
and exit was made up stage right, and the doctor and gentlewoman
made theilrs down stage left.

ACT V, Scene 2. Dunsinane. A room in the castle.
Area 4., The beginning of the scene found Macbeth preparing for
an attack on the castle. Restless movements up and down the
platforms to the "battlements" were used by the director to supply

the idea of impending disaster. Macbeth was standing on the
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lower platform stage right when the news of Lady Macbeth's
death was delivered to him, At the end of the "Tomorrow and
tomorrow" soliloquy, he collapsed weeping on the steps leading
up to the second platform. He remained in this position until
the curtain was closed for a scene change,

ACT V, Scene 3. A part of the field., Area 4, The main
problem in direction of this scene was to portray the opposing
forces advancing on each other, The solution arrived at was to
have one force enter stage left and cross to and out stage left,
The other force crossed in the opposite direction., A problem
encountered in connectlon with the portrayal of armies moving
was to give the illusion of many people with only a small number
avallable, The actors made their entrances from all spots
avallable on each side of the stage. While they proceeded
across the stage, definlte spots were assigned on the platforms
and the floor area between the legs of the triangle formed by
the platforms so that they were spread out all over the stage.
Macbeth's forces were confined to Macbeth, Seyton, the doctor,
and a servant to illustrate the news in the lines that the Thanes
were deserting to Malcom'!s forces.

ACT V, Scene 4, Another part of the field. Area U4,
Macbeth received the news from Seyton that the prophecies of the
witches were coming true but leading to his downfall. Since the

scene was played continuously from Scene 3, the meeting of the
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two was held down stage right at the foot of the platform.
Seyton made his entrance and exit from stage right, and Macbeth
entered up stage left and made his exit down stage right.

ACT V, Scene 5. Another part of the field. Area 4,
There were two definite problems of emphasis occurring within
this scene. They were the sword fight between Macbeth and
Macduff and the final tableau at the end where Malcom 1s
proclaimed the King of Scotland. The fight between Macbeth and
Macduff was confined to the triangular platform arrangement in
an attempt to convey the idea of hillside fighting. The director
had foreseen the lack of reality in using rapiers. The swords
had been made of bar steel so that when they were clashed
together a hard ringing sound was produced. Each of the
combatants used a metal shield on hisg left arm so that a variety
of aggreésive and defensive movements could be planned. Macbeth
was directed to slip on the highest platform and to be towered
over by Macduff. The battle between the two was not a three or
four blow encounter, but there was an exchange of blows that
ranged back and forth and up and down the platforms to give the
impression of equal strength and valor of the fighters. All of
these factors added a note of realism to the fight and prepared
the audience for the coming downfall of Macbeth after his exit
off stage left stilll fighting with Macduff,

The tableau ending was arranged so that Malcom was standing

at the center of the platform arrangement on the highest platform
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with the thanes! uplifted swords pointed to him, Their arms
and swords, in this way, emphaslized Malcom as the center of

the scene for the last speech of the play.
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PART F. MEMORIZATION REHEARSALS AND RELATED PROBLEMS

During the blocking rehearsals while the lines were belng
memorlzed, there occurred a period of transition for the student
actors. The plays in which the students had particlpated had
been performed with attempts at realistic stage settings,
costuming, and acting.

The students soon realized that the rhythmic lines of the
play did not fit the method of performing that had been used
before. One of the basic rules of acting that the director had
stressed prior to this play was that movement and the line
spoken must fit together., When they did not at the beginning
of these rehearsals, the entire cast was called together the
night of the third rehearsal to discuss the problem., In the
discussion the actors finally agreed that they could not change
the lines to fit thelr movement; therefore, the alternative was
to change their movement to fit the lines. The possible ways
in which this might be done were discussed with the director,
The director stressed the point, particularly with the boys,
that the wearing of tights would change thelir method of sitting,
standing, and crossing. As soon ag the tights came, which was
about three weeks before the production of the play, the boys
wore them in rehearsals to become accustomed to them., On the
first night that they were worn, the director took the boys to

the home making rooms where there were full length mirrors.
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Here the director was able to demonstrate very graphically the
importance of the manner in which a boy sat, stood, and walked.

The next plece of costuming that was avallable was the
floor length velvet capes. These aided greatly in explaining
the grandlose movement of the arms and shoulders needed to fit
the flow of the lines. Agaln the boys were taken to the full
length mirrors and urged to practice scenes and speeches so
that they might view themselves as the audience would see them.
By using the tights and the cloaks in conjunction with full
length mirrors, the actors became very conscious of their
movements and standing and sitting postures. In fact, so much
interest was generated in the pictorial aspect of the play that
the actors suggested many ways in which their movement might
be improved, |

At the time these problems of movement were belng worked
upon, memorization of lines was tasking place. The rehearsal
schedule which the director included within the scripts is gilven
in its entirety earlier in the chapter. These were given to
the actors the night of the flrst rehearsal. Using the methods
of memorization which are discussed earlier in this chapter,
most of the cast members learned their lines earlier than the
director had anticipated., In fact, with the exception of one
actor, all of the lines were learned five rehearsal perlods
earlier than scheduled. The usual comment from the students

was that the lines were easier to learn than those of a modern
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play because they were written in verse and the rhythm of the
lines aided greatly in memorization. The one exception that
has been mentioned was the boy who had been cast as Macduff.
This boy had had the same trouble in two previous plays, so
that the director anticipated hls difficulty and took action
on it from the beginning of the rehearsals. A constant check
was kept on his progress in learning lines by one of the
students assisting the director. When he lagged behind the
other actors, special line learning sesslons were arranged with
him during his noon hours and study hall periods. In this way
he was kept up with the rest of the group and did not hold back
the progress of the rehearsals.,

Due to the deftness with which the characters of the
play had been written by Shakespeare, the students began to
develop the characters which they were portraying. The director
alded in this by pointing out the many indications of character
and movement inherent within the lines as they were written.
The director's method used in developing the characters for
portrayal was one that he had found in the past had worked well
with students of high school age. In private conferences, the
director led the students to analyze the person they were to
portrey. The motives for actlon and relationship to other roles
in the play were discussed. When these points were thoroughly
covered, the director asked the student how these could be

transferred to movement and speaking. After these considerations,
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the dlrector asked the student to translate their analysis into
action and speaking. At this point, the dlrector suggested
movement and vocal interpretations which the student could use,
The only time the director dictated to the students the exact
movement or interpretation to be used was when the over all
performance of the play was being affected adversely. The writer
believes that this method of directing had been responsible for
the enthusiasm that the students of T, L, Handy High School have
shown for dramatics during the past years.

In this phase of the direction of the play there were
several scenes which presented special problems and had to be
treated separately.

The witches'! scenes have been discussed earlier in this
chapter and do not bear repetition here. However, within three
weeks time the girls who were working on these parts had acquired
the vocal and physical qualities that the director had hoped to
achieve, The dissonance of voice, the movement to suggest extreme
age, and the subtle suggestion of great evil were grasped by
the students.

The soliloquies as they appeared in the script had to
be treated with special consideration by the director. As
Margaret Webster astates:

There remains one means of dramatic expression which

is strange to a modern actor, unless he happens to have

played in the later works of Mr., Of!Neill--the soliloquy.
As with all hls dramatic tools, Shakespeare takes it
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over as a ready-to-wear device by which the plot may
be advanced and characters may tell the audience
things which everybody else in the play already
knows, while loquaciously announcing thelr own further
intentions . . .bﬁe soon makes of the soliloquy an
eloquent weapon,

The method employed by the director in training the
actor to deliver the soliloquies was to have him imagine the
entire audlence as one person and deliver the soliloquy as
if he were confiding information to that person., This was done
by having private rehearsals with the young man portraying
Macbeth in the auditorium during the times marked on the
rehearsal schedule as Yarranged."

Another scene which presented a special problem in
acting was the letter reading scene of Lady Macbeth., As was
noted earlier in this chapter, the girl playlng this role was
small of stature and lacked a forceful volce., Much was
accomplished with this role by discussion with the girl playing
it. The discussion revolved around the subtle meanings of the
lines and the possible ways these might be translated into vocal
and bodily interpretation. When she finally reached a full
understanding of the lines, the interpretation was not too
difficult., Movements and gestures were carefully studied and

employed to add forcefulness to the lines which she was not able

to give in the vocal interpretation,

uMargaret Webster. Shakespeare without Tears (New York:
McGraw - Hill Book Company, Inc., 1942), p. 89.
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The porter'!s scene was another which presented a speclal
problem in its enactment. Since much of the humor in the scene
depended on the pantomime involved, considerable time was used
during the rehearsal time labeled “arranged" in the rehearsal
schedule to develop the movement employed. Wide gestures and
broad movement were carefully planned by the student and the
director to achleve the effect desired.

The terms "Thunder, Alarum within, Sennet sounded,

Drum and colors, Flourish" were indicated within the script

as necessary sound effects that would be necessary from off
stage. After trying various combinations of instruments
avallable through the school orchestra, the director used the
kettledrums, a clarinet, and a trumpet. The kettledrums were
used for the thunder and the drum and colors, The trumpet was
used for the flourishes and a combination of the trumpet and
the clarinet was used for the sennets. The music for the

flourish and the sennet was found in Kappey's Military Music.5

The length of these musical passages was decided by the time
needed to complete the movement being used on the stage. A
low roll of the kettle drums was especlally effective in the
scenes with the witches and in the introduction of each of the
apparitions, Besides the three students playing the musical

S5J., A, Kappey, Military Music: A History of Wind-
instrumental Bands (ﬁondon: Boosey and Co., 1894), p.50.
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instruments, the director used another student to cue in and
out the various passages of music. This arrangement alded
greatly in the use of the musilc.

One bit of action in the latter part of the play required
much time to rehearse., This was the sword fight between Macbeth
and Macduff in the last scene of the fifth act. The swords
were completed by the boys in the metal shop four weeks before
the performance of the play. Five separate rehearsals were
required to prepare this action. The director with the two
students employed in the fight planned each movement of the
swords, each shift of the feet, and the placement of the shields
as Af a dance were being plotted and practiced step by step.

The result was a lengthy battle which had the audience on the
edge of the seats because of its reallsm.

Another problem involved in this period of transltion
for the student actors was the flow of the play from one scene
to another without pulling the curtain or without any great
length of time passing if the curtain was pulled. From the
rirst rehearsal in which the blocking of the movement was begun,
the acts of the play were rehearsed from beginning to end with
no wailts between the scenes, The director was attempting to
instill within the actors the feeling of continuity in the play.
In this way, there was no trouble when the rehearsals conslsted
of the entire play. The actors had learned that one scene

would come immediately after the other and they had learned to
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be in their places to move into the next scene without any
hesitation, To further the actors! responsibility as to being
on stage and in the correct place for an entrance, the director
and the book holders did not warn them ahead of time, To further
emphasize the flow of one scene to another, one entire evening
was spent working on the transitions from one scene to another
and from one act to another,

Since there were differences in the rehearsal schedule
as planned by the director and what happened in actual practice,
the writer will discuss the rehearsals from week to week as
they occurred,

The first week consisted of two reheafsals as planned,
The first was a reading rehearsal and the blocking of movement
began in the second for first act., As was 1ndicated earlier
in this chapter, the casﬁ and the director became aware of the
problem of fitting line and movement together in this second
rehearsal,

As a result of the second rehearsal, a special meeting
of all the cast was called for the third rehearsal. In this
meeting the problems of movement in relation to the flow of the
lines was dlscussed and crossing, standing, sitting, and the
use of gesture, head and shoulder sweep were demonstrated and
practiced by the group, Lines were spoken and movement fitted
to them., The director was worried at the time about losing a

rehearsal, but the time was well spent, for the first act was



146
learned, the interpretation satisfactory, and the movement set

on the fifth night of rehearsal, one night before the deadlilne.
Thus, in the third week of rehearsals the cast began the work
on act two of the play.

The third week of rehearsals was the week of Thanksgiving,
During this week, all of the second act rehearsals were completed
with no speclal problems presenting themselves.

The first large group scenes presented themselves in the
rehearsal of act three during the fourth week of the rehearsals,
The director encountered difficulty in these scenes which he had
not anticipated. The difficulty lay in the fact that there were
twelve people to get into the scene and placed in an unobtrusive
manner from one entrance spot. These two scenes took up one
entire rehearsal period. However, with the memorization taking
place at a rate faster than anticipated, the act was completed
by the end of the week,

Act four was completed during the fifth week of rehearsals.
The scene where Macbeth met the witches and the apparitions
made their prophecles took more time for rehearsing than the
director had planned, The movement of the witches and the
three different voilce levels used by the apparlitions were the
two aspects which consumed much time. However, the act consisted
of only three scenes and the four rehearsals of this week were

sufficient to take care of the preparation necessary,
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Two aspects of the blocking of the fifth act presented

problems during the sixth week of rehearsals, These were the
plotting of the movement of the opposing forces as they moved
back and forth across the stage, and the sword fight between
Macduff and Macbeth. 8Since the fight scene was one which
involved only two students, a major part of the work on that
was deferred until the next week when the director would be
able to work alone with them in the afternoon. (The next week
was the first week of the Christmas vacation when no school
was being held.) The movement of the opposing forces back and
forth across the stage presented a problem because the numbers
being used were not large and the impression desired was the
opposite. Thé director found that by careful placement on all
of the levels avallable on the stage an impression of many
soldiers could be made,

At the end of the sixth week of rehearsal, the blocking
of movement was complete along with the memorization of lines
and & partial development of the characterizations by the
student actors., There were five rehearsallperiods left and the
director used these for rehearsing the entire play and "polishing"

before the dress rehearsals,
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PART G, M“PCLISHING" REHEARSALS

The director had the actors use as much of the stage
set and as many of the costumes and propertles as were available
at this time. The faculty member who was responsible for the
staging cooperated to the extent that the triangular platform
arrangement was installed and the movement involved in this
permanent part of the stage set was practiced. To aid further,
the designer painted on the floor of the stage the exact
location of the false prosceniums and the position of the folding
pleces of scenery for areas one and two. In this way exact
entrances and exits could be blocked and the exact positions
of the actors involved in the scenes to the front of the stage
right and left could be made. At this time, too, the wood shop
finished the tables, benches, and chairs that were being built
as furniture for the play. These were used in all of these five
rehearsals. The daggers, swords, and shields were finished and
used also, The velvet cloaks, tights, and girls'! dresses were
worn, Using all of these facilities made the actors progressively
more certain of their movement on the stage and alded them
greatly in developling the characterizations they were portraying.

The question of the ability of high school students to
immerse themselves in a tragedy such as Macbeth and seriously
work for the perfection that the director wanted was settled
during this series of five rehearsals, Their keen interest and

enthusliasm grew during this period and the director was certain
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that they would perform the tragedy in an acceptable manner if
a few of the trouble spots could be taken care of, The banquet
scene was one of these spots. The movement of the entire group
had been set earlier and presented no trouble. The difficulty
arose with the minor characters, the lords and ladies, in the
scenes, Their reactions to what was transpiring on the stage
were not in any way realistic. One whole rehearsal of this
series of five was spent by the director in stressing the
importance of reacting as well as acting. The entrance of
Banquo's ghost had to be rehearsed many times to get the 1dea
across that the actors on the stage were to react in such a way
that they would convey to the audience that they could not see
the ghost., Their reaction was to be to Macbeth's behavior.

The only way the director was able to get several of the actors
to understand this was to help them individually during the
course of the rehearsal,

Another of the spots yhlch caused considerable trouble
was the porter's scene. The script states that the porter 1s
to be drunk. As has been stated in chapter one of this thesis,
one of the rules of play production in the school 1s never to
portray drinking or extreme drunkeness, The boy who was acting
the role of the porter tended to accent the drunkeness, so the
director had to be very emphatic with him as to exactly what he
would do,

During this time the weakness of the soliloquies by Macbeth

and Lady Macbeth became apparent. To demonstrate to the two
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actors the quality that the director desired, the director had

all of the other members of the cast seated in wide spread
locations in the auditorium. The actors then were instructed
to deliver the soliloquies to these pedple in a manner as if
they were telling them something they did not know, This method
seemed to work well, for the direct manner to the audience was
acquired and the soliloqules took on new meaning.,

After the polishing rehearsals, the play entered into
the phase of four dress rehearsals. The director knew that
this would be the period that would decide the quality of the
final performances, for at this time all of the scenery, lighting,
music, and complete costuming of the play would have tobe

integrated.
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PART H. DRESS REHEARSALS AND PRE-VIEW PERFORMANCES

Before the discussion of the dress rehearsals is begun,
the writer would like to explain the system of the crews used
in the production, for many of the problems of the dress
rehearsals revolve around the crews. The people on the stage
crew and the light crew were high school students who had not
worked on this type of production before. The crews were in
charge of the art teacher who had been responsible for the
staging and lighting of the entire production. These untralned
people had to be trained and the only conceilvable way they could
be trained was in rehearsal.,

The first dress rehearsal was complete with lights,
scenery, costumes, propertlies, and music. The director explalned
to the cast after they had assembled in costumes for the first
act that the problem on that night was to ald the crews in
understanding what was expected of them so that the actors
themselves would not have to worry about any of the things for
which the crews would be responsible, Their attitude, as a
result, was helpful in alding the crews to understand the
director's wishes., To say this first dress rehearsal was
hectic, i1s an understatement, for the rehearsal was stopped
every time there was a light change or scenery change. Some
of the lighting plans had tobe revised to suit the action of
the actors and some of the actors had to make small revisions

in their movement to comply with the limitations of the scenery
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and lighting. However, all of these changes and processes
were done with a good spirit and the director and art teacher
reached amiable understanding because of an awareness of the
problems involved on both sides,

After all definite plans had been made and cues under-
stood, the second rehearsal was a process of practicing all
the changes involved. Since the play as adapted by the director .
required split second timing in the changes of 1light and scenery
to give to it the tightness that the director desired, this
second rehearsal was of extreme importance., Under the
supervision of the director, these changes from scene to scene
were closely timed and the art teacher as stage manager carefully
designated definite responsibilities to the various members of
the crews, Both the director and the stage manager stressed the
importance of each student's responsibility at this time., As a
result, a definite feeling of a sense of the lmportance of timing
was born. This same sense of timing was kindled in the musiclans
during this second dress rehearsal. The girl in charge of cueing
the musicians had spent some time marking a script under the
direction of the director and music cues received the same
attention as was glven to stage and light cues.

On Wednesday of the week that a play was performed, the
custom had been to present scenes from the play to the students,
These presentations were made during the noon hours. The

director decided to avall himself of this opportunity not only
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to advertise the play but to forstall the possiblility that
the sight of their classmates 1n tights and strange costumes
might evoke laughter from some of the students the night of
performance, In these noon hour presentations, the director
acted as commentator, demonstrated the versatlile stage setting
and described the play. Then he called two of the actors,
Macbeth and Ross, out of the wings and pointed out the
different parts of their costumes., He explained that the
cloaks had been made by students from old draperies taken down
from the windows and that the boys were wearing tights. He
even commented that they looked like long underwear and invited
the audience to laugh along with him. A few of them did, but
the result of this was that no laughter was heard the night of
the performance because of the costumes., The sword fight of
Macbeth and Macduff was performed for the students and their
interest in the play was greatly increased as was indicated by
the number of additional tickets sold the next morning.

By the night of the third dress rehearsal, the play as
a whole was a much smoother running production than the night
before., The actors were more certain at this time that lights
would come on and go out as planned and that scenery changes
and property placements would be made on cue promptly. This
third rehearsal accomplished the very important act of instilling
confidence in the actors! minds that the stage crew, the light

crew, and the musiclans would perform theilr tasks when expected.
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Make up was applled and tested under the lights on this night,
Several changes were necessary to accommodate 1t to the lighting
arrangements, The result of this third, and last, full dress
rehearsal was a performance that reached a high degree of full
cooperation between the actors and the crews, The flow fram
scene to scene and act to act that the director and the stage
manager desired was attained satisfactorily.

The night before the play had been planned as a full
dress rehearsal, but the director sensed the extreme tiredness
of all of those participating and the need for rest before the
performances., The policy of the high school and the director
had been established to allow no time off from classes for this
activity. The director and stage manager concurred on the need
for a short rehearsal, so this night was spent in practicing
the curtain call used and in having the photographer take the
pictures for the school!s yearbook. These two things required

two hours time. The students were then dismissed to go home,
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PART I. PERFORMANCE ANALYSIS

With the exception of two incidents during the performance
on the first night, the play progressed as smoothly as had been
planned. All cues were executed promptly by the stage, light,
and music crews. The actors delivered all of their lines on
cue without a prompt and thelr performances were as well done
as in the third dress rehearsal.

The exceptionsg, as mentioned in the preceding paragraph,
were these: the boy on the stage crew who was responsible for
the pouring of the chemical to make the smoke in the cauldron
scene for the witches became excited when preparing the chemical
for igniting. 1Instead of pouring the chemical in a cone shaped
plle, he dispersed it over a large area on the asbestos on which
it was to burn. The result, after it was lighted, was an out-
pouring of clouds of dense smoke where wisps had been planned.,
The smoke billowed up around the three girls playing the witches
and started to seep out into the auditorium. One of the stage
hands crept out behind the platform section on his stomach and
smothered the pile with a 1id on hand for that purpose. In the
meantime the director was frantically seeking a Janitor and
getting him to turn the ventilators on to take the smoke out.
The Janitor was found, the ventilators turned on, and the
audience found no occasion to be alarmed. While all of this

was transpiring, the girls playing the witches valiantly played
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the scene without a hitch or change of pace to its end. Their
metael as performers was tested, and they were not found wanting
in any way.

The other occurrence was laughter in a place where 1%
had not been anticipated and at a time when 1t was detrimental
to the scene being enacted. In Act IV, Scene 3, Macduff is
informed of the slaughter of his wife and his children. 1In one
speech he asks, "What! All my pretty ones?® The audience seemed
to interpret this to mean that Just the pretty ones had been
killed and the ugly ones had not. Laughter was the result.
For the second performance the word “pretty" was changed to
"little" and the laughter did not occur agaln,

The overall result of the many preparations as they
have been described in thls chapter was a play that moved from
scene to scene with a fluidity that held the attention and
interest of the audlence; actors who presented characterizations
wlth a degree of competence; a production which was pictorially

pleasant and artistic to observe.






CHAPTER V
PRODUCTION NOTES

Since the subject of this thesls consists of the
directing and adapting problems connected with the production
of Macbeth, the production notes which follow this introduction
have been included for the convenience of any director who
may want to use this study in the future., The method of play
production at Handy High School being different from that
found in many other high schools, an explanatlon would be in
order at this time., The director was given the responsibility
for the entire production; however, there were certain faculty
members who, in consultation with the dlirector, assumed specific
responsibilities. The art teacher, a student of stage design,
pPlanned the stage settings and lighting after ascertaining the
needs of the play as set forth by the director. Thls teacher
organized stage and light crews and constructed the stage sets
and planned the lighting., A home making teacher supervised
students in the making of the costumes according to designs
given to her by the director. A metal shop lnstructor supervised
students who made the metallic properties needed in the play:
swords, shlields, and daggers. Aécording to plans submitted by
the director, a wood shop teacher supervised students 1in the
construction of tables, benches, stools, and thrones. An
attempt wag being made by the director to make the production
of this play an allfschool activity,
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PART A. COSTUMES

In selecting the style of costumes to be used, the
director decided to attempt to base the design on the Late

Gothlc Period as set forth in Lucy Barton's Historic Costumes

for the §gggg.1 There was a definite reason behind this
decislion., The director anticlpated difficulty in making the
costumes with a group which had never made costumes before;
as a result, the design was kept as simple as possible.
Basically, the costumes of the boys consisted of:
tights covering the body from tne walst to the toes; tunics
which had short sleeves, very full around the walst, and
reached mid-way between the knee and hip; wide leather belts
to gather the tunics about the walst and hold a dagger;
velvet cloaks cﬁt to set on the shoulders, of a fullness to
wrap around the boy three times, and of a length to reach the
floor; shoes made by sewing velvet bands to a leather sole and
wrapping the bands about the ankle and leg to the knee. The
tunics were made of cotton broad cloth. Additional tunics
were made of a metallic print on black which closely resembled
armor from the audience,
The girls! costumes were simple floor length dresses

desligned with long tight sleeves, full skirts, and a variety

1Luey Barton, Historic Costumes for the Stage (Boston:

———

Walter H, Baker Co,, 1935), p. 159,
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of necklines. With the exception of a cotton metallic print

for Lady Macbeth, the girls! gowns were made of broadcloth.

Great care was taken in the color selections of materlals
used in the costumes., An attempt was made through the use of
color to help the audlence identify certain characters and
groups of characters. King Duncan and the two princes, Malcom
and Donalbain, were clothed in shades of purple. Macbeth and
Lady Macbeth used shades of red, Macduff, Lady Macduff, and
their son wore shades of green. Banquo and his son, Fleance,
were costumed in shades of blue. The murderers were 1in shades
of black and grey., The three ladies in the court scenes wore
blue, yellow, and pink gowns., The thanes were costumed in
combinations of colors, such as, blue and black, yellow and
black, brown and tan. These colors and color combinatlons were
carried out in the tunics, tights, and cloaks,

The only costume changes which occurred were in Lady
Macbeth's and Macbeth'!s costumes, Lady Macbeth had a bright
red dress for the opening scenes of the play, a gold metallic
print over red for her scenes as queen, and a light pink
nightgown for the sleep walking scene, Macbefh donned the
simulated armor tunic for all the battle scenes, a dark red
tunic for the early part of the play, and a purple metallic
print tunic for his role as king. With the exceptlion of the
wearing of the simulated armor tunics for the battle scenes,

the costumes did not change throughout the playe.
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The only part of the costumes which the director and
the students in the play found uncomfortable to use were the
shoes, The velvet straps sewn to a leather sole did not give
enough support to the feet and were not of sufficlent strength
in construction. The velvet came unfastened from the leather
soles very easlily and caused a feeling of insecurity in the
actors, Immediately after the performances of the play, the
director destroyed the shoes. Since that time, a complete set
of men's ballet slippers has been acquired. These are much
more serviceable,

The length, fullness, and heavy weight of the floor length
velvet cloaks added a note of grace and richness to the
production, The cloaks were made from discarded draperies from
the windows of the auditorium,

The metallic prints, used in the dress of Lady Macbeth
and Macbeth's kingly tunic, helped to convey the impression of
royal richness the director desired, ‘

The costumes as a whole relied on their richness of color

rather than in the materials used for the effect desired,
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COSTUME PLOT

Where baslic costume was not changed during the course
of the production, the following costumes were used:

WITCHES - Dark blue gowns, dark blue hoods.

KING DUNCAN - Lavender tights, purple tunic, black belt, dark
purple cloak, purple bands on shoes,

MALCOM - Lavender tights, purple tunic, black belt, dark purple
cloak, purple bands on sghoes. ’

DONALBAIN - Lavender tights, purple tunic, black belt, dark
purple cloak, purple bands on shoes.

ROSS -~ Tan tights, dark brown tunic, black belt, dark brown
cloak, brown bands on shoes.

BANQUO -~ Royal blue tights, light blue tunic, black belt, dark
blue cloak, light blue bands on shoes.

FLEANCE - Dark green tights, light green tunic, black belt,
medium green bands on shoes,

FIRST MURDERER - Black tights, grey tunic, grey bands on shoes,
black belt.

SECOND MURDERER - Black tights, grey tunic, grey bands on shoes,
black belt.

SEYTON - Tan tights, brown tunic, black belt, brown cloak, dark
brown bands on shoes.

DOCTCR = Charcoal grey robe with hood.
LADY MACDUFF - Light green govm,

MACDUFF®3 SON - Tan tights, brown tunic, black belt, dark brown
bands on shoes,

GENTLEWOMAN - Light grey gown with stole of game color, .,

ANGUS - Light blue tunic, black tights, black belt, light blue
bands on shoes, black cloak.

LENNOX - Black tights, light yellow tunic, black belt, light
yellow bands on shoes, black cloak.
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COSTUME PLOT (CONTINUED)

FIRST LADY - Royal blue velvet gown, trimmed in gold.

SECOND LADY - Light blue cotton gown, trimmed in black.

THIRD LADY - Light yellow gown, trimmed in black.

SERVANT - Tan tights, brown tunic, black belt dark brown bands

on shoes,

The following three characters are those involved in

costume changes:

LADY MACBETH - A red dress was worn in ACT I, Scene 4; ACT I,

MACBETH - Dark

Scene 6; ACT I, Scene 7; ACT II Scene 1,

ACT II, Scene 2° A light pink night gown was
worn in ACT II, Scene 3 and ACT V, Scene 1.

A red and grey cotton with a metallic gold
overlay was worn in ACT III, Scene 1; ACT III,
Scene 2; ACT III, Scene U4,

red tights and red velvet bands on the shoes in
all acts, A dark red tunic was worn in ACT I,
Scene 3; ACT I, Scene 4; ACT I, Scene 5; ACT II,
Scene 1; ACT II, Scene 2; ACT II, Scene 3; over
the red tunic was worn a longer sleeveless tunic
of black cotton which had an overlay of gold
print in simulated armor. This tunic simulatin
armor was worn in ACT I, Scene 3; ACT I, Scene 4;
ACT I, Scene 5; ACT II, Scene 1l; and ACT II,
Scene 2. Macbeth wore a dark red velvet cloak.
In ACTS III, IV, and V Macbeth changed the red
tunic for a dark red tunic with a metalllic print
of gold on 1t. In ACT V, Scenes 4 and 5 the
armor tunic was worn over the second red tunic.

MACDUFF - Medium green tights and dark green velvet bands to the

shoes were permanent costuming throughout the
play, along with a dark green tunic and a dark
green velvet cloak. The changing that took place
in this costume was the adding of an armor tunic
in ACT II, Scene 2; ACT II, Scene 3; ACT V,

Scene 3; ACT V, Scene 5.
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PART B. PROPERTIES

The crowns worn by Duncan, Macbeth, and Lady Macbeth
were made in the art department. ©Sheet copper was cut into
pleces and stapled together with an ordinary stapler. The
copper was given an aged appearance by rubbing black paint into
1t. To the metal crowns were sewn glass Jewels purchased from
a commercial company. Thesge Jewels were faceted on one side and
flat on the other with small holes bored in each end of the
stones, They were arranged in patterns with a variety of
colors used, The total cost of the three crowns was five
dollars., They were very impressive as viewed from the audience.

The swords and daggers were made in the school'!s metal
shop. They were made from steel one-quarter inch thick and one
and one half inches wide. Wooden handles were bolted to the
steel shafts., The swords were three feet long and the daggers
ten inches in length. Care was taken that there were no sharp
edges on any of these weapons.

The shields were also fabricated in the metal shop, cut
in a variety of patterns with the over all width belng two feet
and the length three feet. They were made from galvanized metal
which was bent into a curve. On the backs were fastened bands
of the same metal so that the arm was thrust through one and
grasped the other, The art department palnted designs on these

in colors to match the costumes of the actors carrying them.
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PROPERTIES PLOT

No properties.

Crown for Duncan.

No properties.

Chair and Crown for Duncan.

Chair and letter for Lady Macbeth.
Crown for Duncan,

Four covered platters. Bench.

Sword for Banquo. Jewel for Banquo,
Two daggers off stage L.
Latern for porter.

Two thrones, two banquet tables, two long benches,
one stool. Crowns for Macbeth and Lady Macbeth,
No change in properties.

Servants bring in two pltchers, ten plates, twelve
goblets. Crowns for Macbeth and Lady Macbeth.

Three cloth bags for witches.
Chair for Lady Macduff,
No properties.

Candle and candle stick for Lady Macbeth.
No properties.

8ix swords, six shields.

Sword and shield for Macbeth.

Swords and shields, seven of each, Macbeth's head.
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The boys in the woodworking classes bullt the furniture
needed in the production. Two tables were made of rough white
Pine which measured one inch thick and eight inches wide. The
tables were six feet long and two feet wide. Thelr style was
simple and they were bolted together for stability. They were
finished 1n a dark brown stain, nothing more. Two benches,
elx feet long and one foot wide were constructed of the same
material and finished in the same way. A small table two feet
long and a foot and a half wide was made of the same material
and finish, The two chalrs, used as thrones and chairs, were
borrowed from local residents. They had low backs, high rounded
armg, and were of a mahogony finish,

The dishes in the banquet scene were glass goblets,
china platters and plates, and huge vases which were shaped
like pitchers. All of these were painted with gold paint.

The diamond which Macduff presented to Lady Macbeth as
a gift from Duncan was one of the glass Jewels used in the crowns.

Lady Macbeth's letter was a plece of parchment drawing
paper which had been crumpled and 1roned smooth.,

Macbeth'!s head, to be carried on stage by Macduff in
the last scene, was made of paper mche. After it was painted,

crepe halr was applied by using a stapler.
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PART C. THE STAGE SET

As may be seen from the floor plan of the stage set used
in Macbeth, a triangular platform arrangement was used. The
platforms were a permanent feature of the staging. The upper
platformg, or Area III, were twenty-four inches off the floor.
To the right and left downstage of the upper platforms was
another level sixteen inches from the floor. The down stage
right and down stage left platforms were eight inches from the
floor,

At positions A, B, C, E, F, and G were erected fourteen
foot flats to form false prosceniums, These, too, were permanent
features of the staging.

To flat A was hinged a folding plece made up of two flats
ten and four feet high., When these were swung out, Area I was
formed., The same was true on the stage right side at flat E.
When hinged flats were swung out here, Area II was formed.

When the witches'! scenes were being performed in Area III,
a folding plece of scenery three feet high was get in front of
the platforms to form the crag. To flats E and G were hinged
contoured folding pleces which came out and fit along the back
edges of the platform to form the background for the witches,

Area IV was changed from one scene to another by the use
of moveable flats ten feet high which fit along the back edges
of the platform, Two castle walls in combination with a tower

or arch plece set the scene inside or outside the castle. For
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ACT V, Scene 5
"All hail, king of Scotland."
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the banquet scene, the arch was 1n place but covered with a
velvet arras to form a background for the thrones,

When all hinged pleces were folded back and separate
castle walls were removed, the scene became the battle field,

Backing up the staging that has been mentioned, a canvas
curtain thirty-two feet long and fourteen feet high was used
as a back drop. This was painted a mottled light blue and white.

The castle walls, tower, arch, false prosceniums, and
Pleces hinged to A and E were first painted a dark red. Then
they were sponged with brick red, yellqw and blue. Black paint
was appllied over this starting lightly on all edges toward the
center of the stage and more heavily toward the off stage areas.
The effect was that of the walls fading off into distance.

The witches! crag and hinged contours which formed the
background were painted in a medium green and sponged with black.

The platforms were sponged with grey, green, brown, and
yellow to simulate stone,

Overhead were two sets of contours which could be lowered
to form thé tops of the false proscenium arches., One set of
two matches the background of the witches! scenes in color and
shape., From these drops hung ropes which had been painted green
to look like vines. The other set of contours was cut like the
tops of the castle walls and painted the same colors. When a
scene was used in Area IV, either inside or outside a castle,

this pailr was lowered.
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PART D. LIGHTING

Following this page i1s a diagram of the light plan used.
A gset up of lights for each area had been planned and was used.,
The lights numbered ) were used to light Area 1. These lights
had steel blue and amber gelatines in them, The lights for
Area 2 are numbered 2 and held gelatines of the same color as
those used on Area 1, Area 3 lights for the witches are
numbered 3 and contained dark green and magenta gelatines.
Number 5 light was used for lighting the ghost in the banquet
scene and contained a medium blue gelatine, The lights numbered
1 and 2 were used in conjunction with those numbered 4 to light
the entire stage when Area 4 was being used. Of this total of
lights being usged for Areé L, selected 1lights were used from
gscene to scene depending on the area or areas of the stage to
be accented. All lights numbered 4, used for cross lighting
acting areas for the whole stage, contalned steel blue and amber

gelatines,
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CHAPTER VI
STUDENT REACTIONS AND DIRECTOR'S CONCLUSIONS
PART A. STUDENT REACTIONS

In order to secure the reaction from the student body
of the high school, the teachers of the eleventh and twelfth
grade English classes requested the students to write a review
of the play as a class assignment. The students were assured
at this time that the director would not know the identity of
the writers since an arrangement was made whereby the names of
the students were cllpped from the corners of the papers before
the director read them, By this method a true opinion would be
given by the students. A summary of these reviews will be made
according to the topics which were dlscussed in them,

Since many departménts contributed to the production,
there was an awarenegs from many students that producing a play
18 a large undertaking. This awareness was evidenced by such
comments as, "The tables that we made in the wood shop looked
slick on the stage," and, "The girls did a good job on making
the costumes, No play that I have seen looked as rich as this
one." The summation of this idea appeared in the remark, "When
a school as large as Handy can get behind a project and work as
we did, actually over a thousand when you consider all of the

departments involved, then we have a school that has real ¥school
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spirit.? The Thespians with their production of Macbeth have
demonstrated this to us. Congratulations to them.*

The students recognized that the staging of this play
was different and more difficult than those that they had seen
previously. Many commented on the fact that the lights were
brought on and faded out from one area of the play to another.
They also commented on the fact that the play went from scene
to scene with very short walts or none at all. Many of them
seemed to think that this was original with the director and
not Shakespeasre's plan. The projected apparitions aroused the
curlosity of many of the boys. They thought it was an effective
device, but they wanted to know how it was done, Most of the
papers commented on the lighting and the scenery being in
keeping with the play. They also reelized that the lighting
and the scenery contributed greatly to their enjoyment.

The dramatics class contributed the only remarks made by
the students about the make up employed 1in the play. The
director considered this complimentary, for the audience was not
aware of the use of make up except in the case of Duncan and
the witches. The students of the dramatics class remarked that
the general make up was not obtrusive and that the witches and
Duncan gave the lmpresslions of evil and age that were desired.

Many of the students remarked that reading the play
before the performance aided them in understanding; however,

the consensus of opinion was that the plays were written to be
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performed and that viewing the play as a member of the

audlience was more enj)oyable than studylng the lines in a class
room, "The play came to life for me when I saw it performed

on the stage., This is the way we should study all the plays

we read during the year." Another student commented, "“New
meaning was given to many of the lines when I heard them spoken
and acted upon the stage. In clagss study it was hard to
visualize the action," And a further comment was, "The sound
effects and the musical introductions added dignity and meaning
where I never suspected it from Just resding the play in class."

All of the comments from the students were not laudatory.
Several very apt criticisms were made.

Mention has been made of the criticisms made of the
practice of double casting. The comments were: “People also
laughed in one of the last scenes in which 0ld Siward led part
of an army across the stage. As one actor played the drunken
porter and the sergeant, they thought that the porter was
following 0ld Siward around." Further comment on this same
criticism was: "“Shortly after Macduff!s son was killed, he
appeared as a servant, I began to wonder if Macduff'!s son had
been killed.* The students did not realize that double casting
itself was not at fault, but the manner in which the director
handled 1t was. The porter!s costume was not altered enough
to change his 1identity to a warrior later in the play. The

same was true of the boy who played Macduffts son.
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The boys who dellvered the lines from behind the screen

on which was being proj)ected the apparitions became so concerned
with securing an eerie effect that the lines of the prophecles
were not given the emphasis required. "The prophecies in the
apparition scene were hard to understand. A lot of the people
missed the point here."

Two students stated that they felt that the end of the
play was a "let down" in comparison to what had gone before.
The fault here was a casting choice made by the director. The
boy who played Malcom did not have the volce, manner, or

interpretive ability to carry the last speech of the play,
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PART B. DIRECTOR®S CONCLUSIONS

From the comments of the students in the play and from
personal observation the director realized that there was a
distinct advantage in working with the characters and plots of
Shakespeare. Shakespeare affords limitless opportunities for
catching mighty personalities at dramatic moments and the students
responded more enthuslastically than ever before to the challenge
of character portrayal. These portrayals were alded greatly by
the manner in which Shakespeare deliniates clues about a
character to the lines of other actors and through the lines of
the actor himself. Through the study of lines and words done
by the actors, there was a development of vocabulary, for each
line and word had to be understood to give an intelligent
interpretation. The remarkable use of color words and words new
to the students added many new words to their dally usage. The
students particlipating in this play had never had the opportunity
to experience the enactment of a play with the breadth of plot
and the involvement of the moral aspects found in Shakespeare.
With their limited backgrounds they did a competent Jjob of
analysis and interpretations. To be sure, this project was
more difficult than any previously undertsken, but to counteract
the difficulty the enthusliasm and application of the students
was 8o much greater that the difficulty was overcome,

The director also observed that working on a Shakespearean

play developed the physical movement and diction of the students
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to the point that there was a direct carry over into the plays
produced subsequently. The broader movement of the hands,
head, shoulders, and entire body required to coincide with the
flow of the lines served as a means to make the actors! movements
more fluld in later plays. The exactness of diction required
in the Shakespearean production to carry the words and
interpretations to the audlience was evident in later plays.

The director thought that these improvements noted in the
performances of the students made the production of a
Shakespearean play worthwhile,

Teking in consideration the cultural and esthetic
limitations of the community as they were discussed in Chapter I,
the attendance at the two performances indicated the community
reation to the opportunity to attend a Shakespearean play. In
two perfofmances, approximately twelve hundred people saw the
play. Financially the production was a success with about two
hundred dollars belng cleared. Success was further indicated
the followlng year when over fifteen hundred people attended
the second Shakespearean production,

One conclusion which occurred to the director was that
many directors of high school plays fail to take into considera-
tion the fact that the problem of character development for a
high school actor 1s a problem of time allotment. The director
observed from this production of Macbeth what he had learned
before in working with high school students; namely, that with

a reasonable amount of talent, given time and individual help,
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most students can develop an acceptable character portrayal.
The process of analyzing the character with the student and
getting him to devise ways to project the character to the
audience was of utmost importance in creating within the student
the confidence necessary for a good performance. In order to do
this, the director recommends that the allowance of adequate
rehearsel time be considered by anyone presenting a high school
play.

There were two definite types of rehearsals used; the
group rehearsal and the 1ndividual rehearsal. The attention
of the entire cast was easlly lost in a rehearsal 1f too much
time was spent with individual problems. The group rehearsals
were used for blocking of movement and working on the flow of
the play from scene to scene or act to act. Individual problems
were taken care of separately. At first glance, appearances
would indicate that a great deal of time was spent with indlviduals,
but a closer examination of the rehearsal schedule will show
that this was not the case., If allowances are made for
individusal help in the planning of the rehearsal schedule,
not too much time will be consumed at the group rehearsals,
The extra time spent will be evident in the sﬁperior performances
of the students the night that the play 1s presented to the
public,

In conclusion, the reader might ask, "Was doing a

Shakespearean play a vworthwhile experience?* From the viewpoint
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of the director Shakespeare presented a challenge which required
regearch and study to meet. In the process growth of abllity
to direct took place. As a teacher of English literature, the
director had the opportunity to see one of the classics of
literature come to life through his creative ability. No
greater satisfaction could be asked., From the angle of the
general public who saw the play, there was evidenced a pleasure
in seeing a performance of a classlc and the fact that they too
were participating in a cultural activity. From the students®
angle the advantages were meny, Recognizing Shakespeare as the
epitome of play production activity for centuries, there was
great pride in knowing that they were able to take part in
performing his play. And to the "thousand or more" who
contributed in many ways to the final performance, the feeling
that they too had helped in a school activity was born. When
the production of a play can assume the proportions where it is
considered an all-school project, then is born the feeling of
pride that occurs too infrequently in the group to which they
belong.

Was 1t a worthwhile project? The only answer the director

can concelve of is a direct affirmative one.
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Nearly 175 students and teach-
ers from seven departments at T.
L. Handy High schoo] are working
during the Christmas holidays on
their Shakespearean production,
“Macbeth.”

It will be presented Jan. 9 and
10 in the school auditorium.
Tickets are now on sale in public
and parochial schools. -

Students from 98 schools outside
of Bay City have been invited to
the matinee performance Dec. 10.

Costumes for the 25 cast mem-
bers afe being made by Handy.
home economics students under di-
rection of Miss Florence Sutton.'
The 10 Elizabethan-styled capes|
are being made from dhcardedi
auditorium draperies. |

The art department, headed by |
Ernest Mauer, iy preparing the|
stage sets and designed the metal-
jeweled crowns. Swords and dag-
gers are being fashioned by stu-|

Handy Stadentsto Produce
‘Macbeth’ at School Jan. 9-10

mercial classes are cooperating in
other tasks,
Behind-the-scenes music will be

provided by the music deplrtmont.'

The orchestra will play between
acts,

the Bay City Times,

B
in printing, wood shop and comJ

January

5

1953



Video to Star -
Handy Players

| Shakespearean Cast
. Invited to MSC '

Selected cast memberg of “Mac-
peth,” which T. L. Handy Hizh
«vhool's drama class presented!
nere early in January, wil]l ap-
rear on radio and television pro-
zrams over Michigan State Col-
leze's station WKAR Friday.

In the group will be Dan Covell,
I"“ialen Beaudoen, Peter Leszczyn-
%1, Leeds Bird, Jerry Flood, Dale
Pettit, Ron Sauers, and Ray Lew-
andowski.

They will be accompanied by
‘play director Clarence Murphy,
and Ernest Mauer, Handy art
teacher, who designed settings for
ilhp play.
| The eight Handy thespians wil!
;appear in both the radio and TV
‘“Curtain Going Up” program.
under auspices of the MSC speech
ldepartment, TV development, an+
WKAR. i
l Appearing on TV will be Covr:!
'as Macheth, Miss Beaudoen a<
'Lady Macbeth, and Leszczynski a-
Macduff, They will be joined in
the radio broadcast by Bird as
Malcolm, Flood as Ross, Pettit ac
Banquo, Sauers as Lennox, ani
| Lewandowski as Angus. I
| Don Buell, head of the MST|
|dramn department, said that the|
,young people will appear becausc,
of the “unusually high quality” orl
{their work in the production pre-:
'sented at Handy last Jan. 9-10. |

The group will go to East Lan-
sing Thursday night, for start of
rehearsals. On Friday they will be
~uests of the department of speech
|at a luncheon at West:Shaw hall
and later will tour the campus.
visit speech classes, and meet

idrumn staff members.
At N s

The Bayv City Times ,
AU LAY Ay A7)

REHEARSE SCENE FROM ‘MACBETH'—Dan Govell ns Mate

beth and Ettalea Beaudoen as Lady Macbeth are e in
a rehearsal scene from the Shakespearian drama ‘Macbeth’ to be
presented at Handy High school auditorium Friday evening at 8
o'clock. The production features a cast of some 20 students who

| ligan who were sent invitations by the Handy youngsters.

The Bay City Times , Jamary 7, 1953

Hais Off

To Handy's Diamatics Department under the supervision of Clarence

Muiphy.  With the introduction o “l Remember Mama™ in 1949, Handy's
Diramatics Depitment has piesented a variety of plays ranging from a Broad-
way comedy to a Shakspearian tragedy.

The phrase “high school play’™ has been clicunated from the vocabulary
of Bay Citians in connection with Handy productions,

The selection of Handy's Thespians to ropieient Michigan high schools
in the “Curtain Going Up” progirams at Michigan State College has given
them state recognition,

As long as the ~tudents, faculty, and people of Bay City desire plays of
profes<ional caliber, our Diamatics Department will continue to produce them.

So we take our “hats off 7 to the Dramatics Department. Congratulations

on your past productions — and cood luck on your future ones,

{0

“he Handy Tep, ‘etruary 13, 1723 (LTt T
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310 S, Catherine Street
Bay City, Michigan
July 1, 1953

Mr, Clarence !lurphy
1912 Walnut Street
Holt, Michigan

Dear Mr. lmrpl'w:

I would like to take this opportunity to tell you how thorough-
1y I enjoyed your production of Macbeth.

The way in which you handled the script, the staging, and the
lighting was outstanding in its simplicity and effectiveness. The
characterisations held to by your high school students and the in-

terpretation given to their roles far surpassed what might be ex-
pected of students of that age.

I sat in the audience amased and thrilled as the story of
Macbeth unfolded before me in a smoothly flowing production. For
me, 1U lived on my level and I noticed the students about me enjoy-
ing it to the fullest.

You have awakened an interest in Bay City audiences in the

works of Shakespeare by presenting Macbeth to us, we eagerly await
your production next year,

Sincerely,

A Q) 5‘7@

Iva O, Hartingh
Bay City Playars
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Prinsipal
MARSHALL W. MsOUEN

Assuriste Princigal

July 1L, 1953

Mr. Clarence Murphy
1912 Walnut Street
Holt, Michigan

Dear Mr. Murphy:

Your production of Macbeth was one of ti.a finest co-operative
enterprises that our school has ever had, The working together of
the English, Homemaking, Art, Shop and Nusic departamsnts to make
the play possible was an especially fine thing.

The spectator student body, as well as the cast, benefited
as Macbeth is a part of our instructional progream. Also the shar-
ing of the play with other schools by a Saturday matinee was an

excellent idea.
The finished, artistic production of Yacbeth will long be
rensmbered,
SM yours,
Neil Ringle

Chairmen of English Department



w

Pt

T.L HANDY HIGH SCHOOL

ARTIUR N. CANSYINLD - Bay City, Michigan

July 16, 1953

Wre Clarence R, Murphy
1912 Walnut Strest
Holt, Michigan

Dear Mr. Murphy:

You are to be heartily comnended om the imagination, drive,
organization, sbility, and educational understanding which you
have demonstrated in the production of "Macbeth®., All of us
were pleasantly surprised at the high standard of performance
and the excellent staging.

From an educatiomal standpoint, I feel that that perform-
ance made teaching Shakespeare at Handy High School a great
deal easier. Our students will approach Shakespeare much better
conditioned to appreciate and understand these classics.

The performance proved to be another example of how our
various areasof stndy in high school can cooperate to complete
a project.

I am hopeful that there will be more of these perform-
anoes .

Cordially yours
Arther H. Cansfield
Principal

AHCsdma
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7?%1011 shall we three meet again

\ \ ‘é/ ; g In thunder, lightning, or in raint"
N/ /

; \ VY el
A\ N \ Lo
U AN 7
. s Youi Well' know, these lines are from Shakespeare!s tragedy,
‘Kacbeth, Th the beginning scene s the three witches put us into
"the proper mood for anticipating ghosts aad murders, Birnam Woods

marcainZ up Dunsinane Hill, a sleep walking episode--in fact, one
of the most exciting =lays ever written, ‘

What you don't !mow is that you and your students may see
Kacbeth performed on a high school stage by our students on
Baturday afternoon, January 10, in T, L, Handy's auditorium here
in Bay City,

Thespian Troupe 143 is very proud to invite you to its pro-
duction, We are doing this Saturday matinee for hizh school
groups outside of Bay COity,

We are pleased to announoce that there will be represent-
atives of the Drama Department of Michizan State College attend-
ing, They will conduct a discuasion following the play which
should prove to be educational, beneficial, and enlightening,

If you are travelin; a distance Ior ti:iis, we have arranged
to serve a luncheon in our-cafeteria--moderately priced, of course,

Enclosed you will find a postal card on which we would like
to have you indicate whether a group from your school might be
interested in attendinz, Later we will contact rou to get exact
numbors for luncheon reservations anc ticket reservations,

Mr, Clarence R, Murphy, our director, and Mr, Ernest Mauor,
our sta_e designer, as wcll as some of our loading actors,
studied at Michigan State College this last summor, They have
dono a great deal of work on this prodyction already. They hope
vory much that you will bo able to come to Bay City on January 10,

"Come what come may,
Time and tho hour runs through the roughest day,."

See you thent

Thespian Troupc 143

T. L. Handy Hizh School
Bay City, Michigan

P, S. The Saturday matineo becins at 2:30, The admission
prios is 50 cents,
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Clarence Russell Murphy

Born on January 27, 1914, in Lansing, Michigan, Clarence
R. Murphy lived in that city during the time that he was
attending elementary, Jjunior, and senior high school, In 1932
he was graduated from Lansing Eastern High School and applied
for admission to the Ingham County Normal. A full year passed
before admission was gained. The training received in the
Ingham County Normal prepared him to teach in the rural schools,
From the fall of 193% untill the spring of 1940, he taught in
the rural schools of Ingham and Clinton counties. For the next
four years, he was principal of a graded school district north
of Lansing. From this position he transferred to Traverse City
and assumed the duties of an elementary principal, During these
ten years of teaching, summers and Saturdays were spent in accu-
mulating the necessary credits for graduation with a Bachelor
of Science degree from Central Michigan College in Mount
Pleasant, Michigan., For his Bachelor's degree, a major in
English and one in speech was earned with a minor in soclal
science, Along with this degree, a secondary teaching certif-
icate was granted. All of the credits for the Bachelor's
degree were not earned at Central Michigan College., During
eight summers, courses were taken at Michigan State College
primarily in the Department of Speech, One summer was spent
at the University of Michigan. 1947 was the graduation year.

During the past eight years, he has been teaching in
city school systems in St., Johns, Michigan and Bay City,
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Michigan, English, speech, and radio have been the courses
taught in these two places with an emphasis, which has grown,
In the speech field and particularly in the area of high
school dramatics with an increased participation in radio and
television, Since the beginning of this gradunate study and
the writing of this thesis, a well-balanced drama program
has been instituted and developed at T, L. Handy High School
in Bay City.
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